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CAMERA EQUIPMENT — 


Where the Pros go for 
the World’s Finest TV and 


Motion Picture Equipment 











Conversion of 100 ff. 
AURICON CINE VOICE 
to 1200 ft. capacity. 





1 New SPECTRA 
| } 3-color METER 





que motor for magazine takeup. This precision con- 
nits attachment of 400 ft. magazine (11 min. running 
1200 #. magazine (33 min. running time). Includes in- 
o Veeder footage counter. We convert your present 
ee or supply you with unit already converted for use with 
nogazines. Conversion-less magazines $450.00 
nettype Viewfinder with parallax adjustment installed for 
jiional charge. 






Only accurate meter that, 
measures all light sources, 
including daylight. Measures 
the proportionate amounts) 
of all 3 primary colors in the 
light source, and indicates 
the filters needed for positive 
color correction. Product of 
Photo Research Corporation. 


With case and strap $305.00 
With Kelvin scale $325.00 
































3-wheel portable 750-2000-5000 Watt 









MLAPSIBLE DOLLY CONE LIGHTS . iit 
ae BALANCED TV Head. Also Most versatile shadowless Adjustable Collapsible 

S‘rotessional Junior and most stand- floodlight you can buy. Used 

Ms You can't beat it for light- extensively by film studios. ALUMINUM TRIANGLE 
convenience, $300.00 750W-$75. 2000W-$110. Insures rigid positioning of tripod legs. | 






Prevents slipping and damage to floors. | 


Phone Model C {illustrated $29.50 


ALES ae) OA Ot ee 2 oe pa Model B (less clamps) $23.50 


5000W-$175.00.Less stand. 




















tn lenses in 16mm C mount. 18.5mm (extreme wide angle-flat field) 
eee in mounts for all 35 mm Motion Picture Cameras. 
RESEARCH Color Temperature Meters. ‘Electric Footage Timers 
* and Hollywood Film Company cutting room equipment. 
" ¢ & B&H. Hot Splicers. *DOLLIES—Bardwell-McAlister, Mole 
“on, Century and Colortran Lighting Equipment. 


Complete line of 16mm and 35mm Cameras 


















A-8-23 315 W. 43rd St., New York 36, N.Y. 
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JACKIE GLEASON’S “HONEYMOONERS” is filmed by Du Mont Electronicam System which incorporates an especially designed and adapted 35mm 
Mitchell movie camera. Here are Jackie Gleason and Joyce Randolph, right, peering through the camera lens at Audrey Meadows and Art Carney. 


NEW ELECTRONICAM REDUCES SHOOTING TIME 


Du Mont’s Video-Film System incorporates 
both Mitchell 35mm film camera and TV camera 


First to use a video-film system in major TV film production is Jackie 
Gleason’s popular show “The Honeymooners’ In going “live on film?’ Jackie 
Gleason makes use of the new Du Mont Electronicam System, which combines 
advanced TV techniques with highest quality 35mm photography. 


Heart of the Electronicam System is a completely new type of unit, blending 
a Du Mont TV camera and a specially adapted Mitchell 35mm camera using a 
common lens system. It gives the producer full advantage of the best techniques 
of motion picture production while enjoying the time saving and broadened 
creative scope available in video’s electronic practices. Savings in shooting time 
and costs are substantial. 


The 35mm Mitchell cameras used as integral parts of the Electronicam 
System produce consistently superior black and white films, as well as color films 
which are unequaled for uniformity of quality. Mitchell cameras today serve not 
only in the television industry, but also are the predominant choice in the pro- 
duction of governmental, industrial, research and educational films, as well as 
being standard equipment for major studios throughout the world. 


Complete information on Mitchell cameras is available upon request on your Du Mont Electronicam pick-up; Mitchell 35m" 
letterhead. film camera on left, TV camera on right. 


*85% of professional motion pictures shown in theatres throughout the world are filmed with a Mitchell 





Scene from “The Honey- 
mooners” shows Jackie Gleason 
and Art Carney on set before CORPORATION 









three pick-up units of Electroni- 
cam System. Each pick-up unit has 666 WEST HARVARD STREET 
both TV camera and specially GLENDALE 4. CALIFORNIA 









designed Mitchell film camera. 






Cable Address: “‘MITCAMCO” 








AMERICAN 


Cinematographer 


THE MAGAZINE OF MOTION PICTURE PHOTOGRAPHY 
PUBLICATION OF THE AMERICAN SOCIETY OF CINEMATOGRAPHERS 





halla 


ArtHur E. Gavin, Editor 


Manion HuTCHINS, Editorial Assistant Emery Huse, Technical Editor 
BprrontaL ADVISORY Boarp: Arthur C, Miller, Ray Rennahan, Arthur Edeson, 
Walter Strenge, Joseph Biroc. 


Editorial and Business Office: 1782 N. Orange Dr., Hollywood 28, Calif. 
Telephone: HOllywood 7-2135 


gummi A 


VOL. 37 AUGUST ¢ 1956 NO. 8 


In This Issue 


~ Srartinc THe New AssiGNMENT—By Walter .Strenge, A.S.C. - - - 472 
Harnessinc SunuicHt Witn RerLecrors—By Arthur Rowan - . - 474 
Location CamMeRA Carriers—By Frederick Foster . . - - - 476 
How Movie Fatis Aare STAGED AND FILMED - - - . . - 480 
Syootinc AN INDUSTRIAL WitH Ansco’s New, Fast CoLtor Fitm— 
By Jim Mitchell - - . . - : . . - . 482 
Ooyssey oF A Roving TV CameRAMAN—By Irving Heitzner - . - 484 
3-PERFORATION Firm FRAME SPACING PROPOSED - - - - - - 486 
) AMATEUR CINEMATOGRAPHY 
Directing THe INEXPERIENCED Cast—By Harold Benson - - - - 488 
A “Do-It-Yoursetr” Remote Controt For Cine CAMERAS - - - - 489 
Licutinc For Moop In Tue Motion Picture—By Sal Pizzo . - - 490 


Houtywoop BULLETIN Boarb - . ° : ° 454 
PHotocraPHic AssicnMENTs For Juty, 1956 - . - . . . 462 
Waar’s New In EQUIPMENT, ACCESSORIES, SERVICES - - : - : 464 


ON THE COVER 


mm DuRING REHEARSAL of scene for Regal Films’ “Stagecoach To Fury,” 
camera crew on boom overhead lines up camera for most advantageous 
coverage of action. Photo also shows location of microphone and some of 

ell the lamps that were used to illuminate set, simulating daylight. Director 
of Photography was Walter Strenge, A.S.C., whose story on how picture 
was photographed begins on page 472 of this issue.—Photo by Cliff King. 
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Sseseeseeeeas 
CONSOLIDATED 
FILM INDUSTRIES 


Hollywood: 
959 Seward St., HOllywood 9-1441 


New York: 
521 West 57th St., JUdson 6-1700 














ONE CAMERA 


16mm or 35mm 
in 10 SECONDS! 


Camerette ..: 


Reflex Motion Picture Camera 


The perfect camera for the motion picture film 
maker working in both 16mm or 35mm color 
er black and white. 


LOOK AT THESE ADVANTAGES— 


@ The same lenses, same motor drives, same 
sound blimp and accessory equipment used 
for both 16mm or 35mm — to convert simply 
change the magazine. 


Precise rugged movement 
Reflex viewing 

200 degree adjustable shutter 
Divergent three lens turret 


Automatic film gate 400’ magazines 16 or 
35mm — the 16mm magazine will accom- 
modate daylight spools as well as standard 
core load. 


Light weight— only 14 pounds with 3 
lenses, 400° magazine, and 6/8 volt motor. 


Write for brochure 














amerette 


patents coutant-mathot 
Manufactured by Ets. Cine. Eclair, Paris 


FRANK C. ZUCKER 


(+ AMERA CQuipment ©. 


315 West 43rd Street, New York 36, N. Y 
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HOLLYWOOD 


BULLETIN BOARD 


News briefs about the ASC 


its members, and imporioy 


industry personalities 











ART DIRECTOR Bill Ehnen (left) and ASC President George Folsey discussed proposed modem. 
ization and refurbishing of the ASC Clubhouse at Society's July meeting. 





HARRY WILD, ASC, stops to chat with W. J. German's Harry Pratt at ASC’s July dinner 


meeting. Others, from left to right are: Len Roos, Ernest Miller, and Clark R 


amsey. Following 


the dinner, a print of “‘Moby Dick"’ was screened. 


The ASC, last month, admitted to Asso- 
ciate Membership in the Society Jack 
Goetz, of Consolidated Film Industries; 
Allan Haines, of Pathe Laboratories, 
Inc., and John J. Kowalak, of Ansco. 
ee e e@ 

Frank Zucker, president of Camera 
Equipment Company, New York, and a 
member of long standing in the A.S.C., 


+ Aucust, 1956 


was a Hollywood visitor last month 
Annual visit was to renew old friend: 
ships and to acquire newly develope 
motion picture equipment for distribu: 
tion by his company. 
ee e 

Arthur Feindel, it 
monicker of cinematographer 

(Continued on Page 456) 


turns out, 35 rea! 
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FOR A HAPPY PRESENTATION 





The joy of accomplishment is a universal happiness. 
Especially in the case of a film which is your creation, born 
out of hard work and careful.planning. 





Because Precision’s staff of specialists adds its own 

creative efforts to yours by the use of specially designed 
equipment, and by careful handling and intelligent timing— 
you might say we are fellow creators, working with you 

to bring out all you’ve put into the original ...Yes, 

and maybe more! 


So, when you turn those 16mm dreams into 

realities, be sure to call upon Precision for the accurate, sound 
and exact processing your films deserve. 

Remember: Precision is the pace-setter in processing 


of all film. No notching of originals—scene to scene -_ 


color correction, optical track printing, ; 
pe log a 


all are the very best ...35mm service, too! 
= " aan gogans’ 
1 . 
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21 West 46th Street, New York 36, New York 


A DIVISION OF J. A. MAURER, INC 


In everything, there is one best .. . in film processing, it's Precision 








e/w NEGATIVE OR POSITIVE 


ONE PLUS 


ONE MAKES 


HISTORY... 


... and adds up to the advent of a 
new era in the film processing field. 

The Fonda Corporation takes 
pride in introducing its flexible 
Building Block System. This sectional 
design enables you to process the 
widest range of film types and 
speeds which you may require, and 
all within the framework of one 
versatile machine.” 

By activating different sections, or 
by incorporating additional units, 
the process may be modified to fit 
your particular requirements of 
growth and change... 





BULLETIN BOARD 
(Continued from Page 454) 


BURNETT GUFFEY, ASC, (left) hopes 
repeat his Academy Award pho 

on his current assignment, “End As A Man,” 
Sam Speige!l production. It is first major pr. 
duction to be filmed entirely in Floride. 
Here Guffey looks over some footage pr. 
essed in laboratories of Shamrock film 
Studios, Winter Park, Florida, where inte. 
riors of “End As A Man” are being shot 


Feindel. who was admitted to member 


| ship in the A.S.C. recently. 


|The Motion Picture Association dl 
| America reports that the proportion « 
| color films to all films made in the U.S 


during 1955 dropped for the first tim 
since color first became a factor in fee 
ture film production. : 

Report shows that there were | 


p/w NEGATIVE AND Positive 


color features produced last year, 0 
50.5% of a total of 305 pictures that 


- a I 
COLOR) EKTACHROME, ANSCOCHROME, EASTMAN COLOR (NEGATIVE. Positive). ANSCO COLOR (weGATive- Positive) received the Production Code Seal. ln 


While only symbolic of the re- 
markable flexibility of Fonda’s 
Building Block System, the above 
illustrates the unlimited possibilities 
now available in both our Perma- 
nent-Professional or compact, port- 
able Field Model processors. 


For further information relating to this 
and other recenf advances, send for our 
exciting new brochure. 


FONDA 


1646 North Argyle Ave. 
|Hollywood 28, California 


‘HOllywood 2-8384 


*Spate parts and assemblies available 


| water cinematography. 


| 1954. there were 176 color films a 
| 58.1%—an all-time high for the i 
| dustry. 


A major contributing cause to ths 
downward trend has been the succes 


of such black-and-white films as “tt 
| the Waterfront.” “From Here to Bier 


nity,” and more recently, “Marty. 


Acclaimed finest underwater colo 
cinematography of any motion piclir 
made to date is “The Silent World 
photographed over a two year pen 
by Frenchman Jacques-Ives Coustedl 
and screened before members of the 
A. S. C. at the Society’s June meelité 
Picture demonstrated unusual resulls 
obtainable by strobe-lights in under 


— 


AMI 


FONOA—America's finest! film processing machine 


AMERICAN CINEMATOGRAPHER “ Aucust, 1956 
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ah American Cinematographer has consistently surpassed all other publications in the 
es amount of advertising carried on film production equipment and services. Adver- 
hs tisers — large and small — know from experience that American Cinematographer 


produces the best results — gives the most returns per advertising dollar. 


Beer 

irty. 

MR. ADVERTISER: Turn the pages of this issue. Note that all the industry's important advertisers are 
} represented. Most of them appear regularly every month because American Cinematographer is 
color 

oture doing the best selling job for them. And we can do the same for you! 

id,” 

prio 

teal. Plan now to include AMERICAN CINEMATOGRAPHER in your 1956-1957 


advertising schedule. For space rates, write to 


AMERICAN CINEMATOGRAPHER, 1782 NORTH ORANGE DRIVE, HOLLYWOOD 28, CALIF. 


EVERYTHING 


OR MOTION PICTURE AND TELEVISION PRODUCTION 


CAMART TV MIKE BOOM. 


a portable model for studio or 
location. Rear handle for direc- 
tional mike control, internal 
wires, noiseless. 13’ boom arm 
can be folded for transportation 
in your car. $245.00 


CAMART OPTICAL FX UNIT 
For motion picture and television cameras. 
Reproduces multiple images in rotation. 
Many varied effects possible. From $119.75 











BARDWELL-McALISTER 


LIGHTS . 


. . complete stock of 


750 to 1000 watt spots and ac- 
cessories. From $81.00 





CAMART ELECTRIC FILM 
TIMERS 
Ideal for dubbing and narration. 
Double model measures footage 
and equivalent time $89.50 


Single model measures footage 
only $45.00 SYNCHRONOUS! 





CAMART 
DUAL SOUND READER 
Works with ANY viewer 
Single or double system 
Optical and magnetic 
Practical and dependable 





= 


CAMART SCOUT TRI- 
POD PACKAGE includes 
standard friction head tri- 


pod, baby base, hi-hat. 
Value over $150. Special 
3-in-1 combination offer, 

$125.00 








CAMART TV CAMERA DOLLY MODEL 111 


Boom arm type. Smooth, mechanical geared 
operation raises your motion picture or TV 
camera from 2 ft. to almost 7 ft. high. Weighs 
only 350 lbs. $1825.00. Dolly Track available. 





SERVICE 


A new modern fully equipped machine 
shop has been installed on the premises 
for Camera Maintenance and Repairs. Our 
experienced technicians will build and 
design experimental equipment . make 
aperture masks for film strip cameras to 
your specifications . . . 
Lenses 


and mount Boaltar 


we CAMERA MART i. 


1845 BROADWAY (at 60th St.) NEW YORK 23 


* Plaza 7-6977 «© Cable: Cameromart 


COLORTRAN Lights and 
Converters in stock. Pack- 
aged studio lighting i 
convenient cases. High it- 
tensity 
$57.50 and up. 


ie 


~. 





converters from ~ 


= 


"= ‘ileal ahdety” 
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FILM. SNETIC 








iN Op Hioni/ FEATURE 
yah FOR FACTORY INSTALLATION 
yy ALLNEW OR EXISTING AURICON 
gpTICAL SOUND-ON-FILM CAMERAS 










H 


. Presentin “it in 
ILM AGN 


yicon proudly presents ‘‘Filmagnetic’’ High-Fidelity sound-on-film Recording, for 
shronized Talking Pictures and Music of Quality, on 16 mm black and white or color 
»pestriped for magnetic sound before it is exposed to light. “Filmagnetic” sound and 
inl picture are recorded Single-System on the same film at the same time! The “Filmagnetic” 
t installed at the Factory in any Auricon Camera, can be temporarily removed without the 
if tools, thus providing a choice of High-Fidelity Optical or Magnetic sound-tracks. Your 
tiped film with magnetic sound lip-synchronized to your picture, passes through the normal 
kue-development and is played back on any 16 mm Magnetic Sound Projector, including the 
wo, BAH, RCA, and others. “Filmagnetic” Outfit complete . .. $870.00 
PLEASE MAIL COUPON BELOW FOR FREE INFORMATION... 





T.M. REG. 
U.S. PAT. OFF, 






























ay | Filmagnetic” Twin-Head Camera 
Recording Unit, with Record and 
Instant-Monitor Magnetic Heads, 
which automatically open for easy 
threading ... complete with Model 
MA-10 Amplifier, $870.00 installed 
on any new Auricon Camera at the 
Factory. Small extra installation 
charge on existing Auricon Cameras. 


a “Filmagnetic” 3 Input Amplifier, 
Model MA-10, with High-Fidelity 
Microphone, complete Cables and 
Batteries, in a Cowhide-Leather 
Carrying Case. Super-portable, 
weighs only-7 pounds, carries easily 
with shoulder-strap during operation! 


|e Hollywood 16 MM SOUND-ON-FILM SINCE 1931 
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“WMNETIC” SOUND FOR COLOR OR BLACK & WHITE 


SH Ampeg Tay NNN 
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= Nluricon Equipment is sold with ; AURICON Division Please send me free information on “Filmagnetic” 
= 2¥0 day money-back guarantee = ' BERNDT-BACH, INC. equipment for Auricon Cameras. : 
z You must be satisfied! = y roe * 6902 Romaine Street C] — pose pw = . cost of — 
A = 6 zavbaR |! liforni “Filmagnetic” on my Auricon Model......... amera. 
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CINE-VOICE AURICON PRO-600 SUPER 1200 ‘ 





$695.00 $1497.00 $4652.15 ee A A SA a ce 





. splice ANY type film with no frame los 
j | l 


AUTOMATIC 
FILM 
SPLICER 


° FILM-EDGE 
my NUMBERING MACHINE 


(Coding Machine) 


An important aid and time saving device which enables the Film Editor to 
quickly tie together the picture and sound track in perfect synchronization 
is the HFC film edge numbering or coding machine, The machine numbers 
every 16 frames in 35mm. The 16mm model numbers every 40 frames. The 
numbering block generally consists of two letter wheels or one number and 
one letter wheel manually operated and four number wheels which move 
automatically and number the film from 0001 to 9999. All numbers can be 
reset by hand to begin at any number. 


ENM—35—(35MM MODEL) 
ENM—16—(16MM MODEL) 


$2500 F.0.8. HOLLYWOOD 


precision film editing equipment /reels, cans and shipping | 


m HOLLYWOOD FILM COMPANY 


a HU 2-3264 





AT LAST! A FLEXIBLE 
EDITING MACHINE! 


(Now, on ONE editing machine, 
the McAlister EDIMAC, 
you can run 16 or 35 sound 
with 16 or 35 picture. 
It's 4 machines in 17. 
Write for folder.) 


g00D LIGHTING JOB! 


(McAlister lights. 
of course! PERFECT DOLLY SHOT! 


d for catalog.) 
_ (McAlister’s Crab Dolly, 
what e/se. 
Write for folder.) 


J. G. McAlister Inc. 
1117 North McCadden Place 
Hollywood 38, California 


Foreign Distribution: 


CINEQUIPMENT INTERNATIONAL 
5880 Hollywood Boulevard 
Hollywood 28, California 


CINEQUIPMENT FILMGERATE GMBH 
7 Theatinerstrasse 
Munich, Germany 


for the newest, 
most advanced 
lighting and 
production equipment 











First in Los Angeles! 


Carter Car-top Platforms 


Station Wagon Car-top Platform 


Doubles as luggage carrier, Easy installation. 
Tested at speeds up to 110 m.p.h. 


BIRNS & SAWYER PHOTO SUPPLIES 


8910 Santa Monica Boulevard 
Los Angeles 46, California 











Now! In Los Angeles! 


Latest, improved 16mm model, will fit blimp. 
Immediate delivery of hard-to-get 400-ft. mago- 
zines, torque motors and ARRI zoom lenses. 


ALSO 
KILFITT TELE-LENSES 


For Arriflex, Cine-Special. 
and Bell & Howell cameras. 


Bolex, 


See Them All At 


BIRNS & SAWYER PHOTO SUPPLIES 


8910 Santa Monica Bivd. ® 
BR 2-2012 + 


les Angeles 46 
CR 4-3118 
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| ders, 


| TV, Ziv-TV. 


| @ Monroe 





| @ Frep Jackman, 


| @ Henry Frevuicn, 
| Stagecoach,” with William Bishop and Kath- 
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Photographic Assignments 


Who, where and what the industry's cameramen were shooting last month 


—:- 


1956 








ALLIED ARTISTS 


@ Harry Neumann, ASC, “Out of This 
World,” with Huntz Hall and the Bowery 
Boys. Austen Jewell, director. 


@ Wittiam CLornuier, “Dragoon Wells Mas- 
sacre,” Eastman Color & CinemaScope, with 
Barry Sullivan and Mona Freeman. Harold 
Schuster, director. 


AMERICAN NATIONAL 


| @ Curr Fetters, “The Man Called X,” TV, 
| (Ziv-TV) with Barry Sullivan. Eddie Davis, 


| director; 


“Science Fiction Theatre,” TV, 


(Ziv-TV). Herb Strock, director. 


Horrman, “Highway Patrol,” TV, 
Ziv-TV, with Broderick Crawford. Lew Lan- 
director: “Science Fiction Theatre,” 
Paul Gilfole, director. 


Asxins, “Science Fiction Thea- 
tre.” TV, Ziv-TV. Eddie Davis, director; 
“Dr. Christian,” TV, Ziv-TV, with MacDonald 


Carey. Herb Strock, director. 


BILTMORE STUDIOS (New York) 
@ J. Burct Contner, ASC, “Four Boys and 


| a Gun,” (Security Pictures for U.A. release.) 


William Berke, producer-director. 


CALIFORNIA STUDIOS 


@ Fieet Soutucortt, “Gunsmoke,” TV, (Film 
Center Prod.) with James Arness and Dennis 
Weaver. Ted Post, director. 


@ Hat McAtpin, “O. Henry Playhouse,” TV, 
(Gross-Krasne, Inc.) with Thomas Mitchell. 
Peter Godrey and Barney Girard, directors; 
“Dr. Hudson’s Secret Journal,” TV, (Wes- 
mor, Inc.) with John Howard. Peter Godfrey, 


| director. 


CARTHAY SOUND STAGE 
ASC, “The 


@ WitutramM~= WHITLEY, Lone 


| Ranger,” TV, with Clayton Moore and J. 


Silverheels. Earl Bellamy and Oscar Rudolph, 
directors. 


COLUMBIA 


@ Desmonp Dickenson, “Fire Down Below,” 
(Warwick Prod. shooting in Trinidad) with 


| Rita Hayworth, Robert Mitchum and Jack 


Lemmon. 


Robert Parrish, director. 


Jr., “Rin-Tin-Tin,” TV, 
(Screen Gems) with Lee Aaker and James 


| Brown. Harry Gerstad, director. 


ie Burnett Gurrey, ASC, “End As a Man,” 


(Shooting in 
Jack Garfein, 


(Horizon-American Prod.) 
Florida) with Ben Gazzara. 


director. 


| @ Kir Carson, “The Missing Witness,” with 


Betty Garrett and Phil Carey. William Asher, 


| director. 


ASC, “The Phantom 


leen Crowley. Ray Nazarro, director. 


s Avucust, 1956 


———— 





@ Witkie Cooper, “Seven Wa : 
Copa Prods. shooting in London, wih 9 
Power and Mai Zetterling. Richard iy 


director. 


@ Bens. Kurne, ASC, Rumble o , 
with James Darren and Jerry pha od 
S. Sears, director; “Utah Blaine,” with R 
Calhoun and Susan Cummings, Fred Sen 
director. 


@ Cuartes Lawton, ASC, “The Captives” 
with Randolph Scott. Sam Nelson, director 


@ Gert Anpersen, ASC, “Ford Theatr’ 
TV, Screen Gems. James Sheldon, directo 


WALT DISNEY 


@ Gorvon Avi, ASC, “The Mickey Mow 
Club,” TV. Sid Miller, director, 


@ Water Castie, ASC, “The Dairy Stor” 


TV. William Beaudine, director. 


@ Cuartes Boye, ASC, “Disneyland,” Ty, 
William Beaudine, director. 


FILMCRAFT STUDIOS 


@ Vircit Mitier, ASC, “You Bet Your 
Life,’ TV, Filmecraft Prods., with Grouch 


Marx. Robert Dwan, director. 


FLYING A 


@ Britt Braprorp, ASC, “Buffalo Bill, Jr, 
TV, with Dickey Jones and Pappy i 
George Archinbaud and Frank M 
directors; “Annie Oakley,” TV, with Gd 
Davis. George Archibaud and Frank Me 
Donald, directors. 


FOX WESTERN AVENUE STUDIOS 


@ Lioyp Anern, ASC, “You Are Ther’ 
TV, TCF TV. William Russell, director. 


@ Kart Srruss, ASC, “My Friend Flicks 
TV, TCF TV, with Gene Evans and Anit 
Louise. John English, director; G. E. The 
tre, TV, TCF TV. Lewis Allen, director 
“Broken Arrow,” TV, TCF TV, with Jom 
Lupton. Richard Bare and Alvin Ganzet, 


directors. 


GENERAL SERVICE STUDIOS 


@ Ray Fosrer, ASC, North American Con- 
mercial TV, (Mercury International). |: 
Gadden, director. 


GOLDWYN. STUDIOS 


@ Georce Ciemens, ASC, “Schlitz Playhouse 
of Stars,’ TV, (Meridian Prods.). Vaniows 
directors. ; 

@ Norsert Bropine, ASC, “The Lorett 
Young Show,” TV, Lew 
ta Young. Various directors. 


~ * 
@ Lester Wuirte, ASC, “Crossroads, nN 
Federal Telefilms, Inc. J. Addiss, director. 
(Continued on Page 468) 


islor Inc., with Lane 
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New Professional Junior Adjustable wood 
BABY TRIPOD 


—for friction and geared Heads 






interchangeable with 


Felciion Head on Has substantial shoe and spur. 


SIO Oe nape pe: a5. The 


Measures from floor to flange 25” extended— 
17” collapsed. 


High-Hat Low Mount Available 
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(+ AMERA CQuipment ©. 


New 35 mm Model 2A 
With 180° Shutter 


CAMERA 


for TV, Newsreel 
and commercial 


EVUUUUOUUAUUDA ATAU EA CO TOD EU TATOO EAE TATE 


For tough and trying assign- 
ments, ARRIFLEX 35 is in a 
class by itself. Reflex focusing 
through photographing lens 
while camera is operating— 
this is just one outstanding 
ARRIFLEX feature. 


Equipped with bright, right- 
side-up image finder, 61 x 
magnification. Solves all par- 
allax problems. 3 lens turret. 
Variable speed motor built 
into handle operates from 
lightweight battery. Tachom- 
eter registering from 0 to 50 
frames per second. Compact, 
lightweight for .either tripod 
or hand-held filming. Takes 
200’ or 400’ magazine. Write 
for free folder. 


Blimp now available. 
16mm ARRIFLEX also available.= 


ELUM e ee ee eA eee UOC NH TUT TET CHT 


FRANK C. 


(+ AMERA CQuipment ©. 


ZUCKER 


315 West 43rd Street, New York 36, N. Y. 


AMERICAN CINEMATOGRAPHER 


VHAT’S NEW 


... in equipment, accessories, servic 


| U.S.-produced 
| Tripod Heads. Product features fluid 


Crab-Hydrolly 
National Cine Equipment, Inc., 209 


| West 48th St., New York 36, N.Y., an- 
| nounces its new Crab-Hydrolly, a fast, 
all-angle camera dolly featuring a noise- 
less hydraulic boom arm, easy-rolling 


dual wheels, and both conventional and 
“crab” steering. 

Boom is actuated by a silent hydraulic 
system having an accumulator which is 
loaded manually by a hand pump. Rise 


| and fall of boom is by finger-tip control. 


Maximum height to top of mounting 
head is 48”; minimum height, 21”. 
Length of chassis is 61”. Complete de- 


tails and price may be had from the 


company. 


| “Bluid-Action” Heads 


Miller Precision Equipment, Inc., 
7305 Melrose Ave., Hollywood 46, 
Calif., is now manufacturing the first 


Miller “Fluid-Action” 


pan control, fluid tilt control, quick cam- 
era lock, and an adjustable handle with 


| provision for either left-hand or right- 
| hand use. Pan and tilt movement oper- 


ates on a semi-hydraulic principle, is 


| fully patented, and is free from shake 


and judder and backlash. 

The Senior-D model is recommended 
for all cine and professional 16mm cam- 
eras. Soon to be announced is a new, 
heavy-duty model for heavier cameras, 
plus a line of semi-professional and pro- 
fessional tripods. 


2 Aucust, 1956 


New G-E Exposure Meter 

General Electric Company announes 
a new exposure meter having twice th 
sensitivity of its predecessor. Trade 
named the Guardian it features a light 
multiplying attachment which increass 
the meter’s sensitivity 64 times for in 
cident light readings and 4-times for 
reflected-light readings. Exposure values 
f/stops, and Polaroid numbers are rei 
directly. List price of meter is $345) 
The Dynacell and incident-light attach 
ments are extra. 


Power Converter 

A new 750-watt DC-to-AC power 
verter is announced by Carter Motor 
Company, 2711 W. George St. Chicage 
Ill. Product offers power capacity Wi 
greater than the largest previous Carter 
converter. Similar in appearance 10 the 
500-watt converter, it is 114" longet 
and weighs approximately 59 pounds 
List price is $246. 

(Continued on Page 466) 
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400-fow: FILM MAGAZINE 


SYNCHRONOUS MOTOR 


ANIMATION MOTOR 





bi 


400-foot FILM MAGAZINE 
(shown with motor detached) 

A compact, single-compartment, dis- 
placement type magazine for 400-foot 
darkroom loads (on cores) and 200-foot 
daylight spools. 

No belts cre employed. A Torque Motor 
-detachable and interchangeable for 
we with several magazines — drives the 
lake-up through a gear transmission with 
he correct tension regardless of the 
amount of film on the take-up spindle. 
Operates on 6-8 volts DC, from the 
power supply used to operate the 
comera. Electrical contact is made as 
magazine is attached to camera. The 
Torque Motor is equipped with a for- 
ward-reverse switch. Each magazine has 
‘footage counter — and is numbered 
for identification. 


400-foot FILM MAGAZINE 
(kss Torque Motor)... . $14Q9° 
Interchangeable Torque Motor 


17500 


+ 


"3 SOLE U. S..AGENTS 
ounds. 
PHOTO CORPORATION 


an users everywhere have hailed the 
Arriflex 16 as the outstanding camera in the 16mm field. 
Now, with the extra convenience of the 400-foot Film Maga- 
zine, the split-second timing of the Synchronous Motor and 
the added utility of the Animation Motor — it is certainly 
the most versatile camera, capable of filling every need in 
the studio or on location. 


SYNCHRONOUS MOTOR 
FOR 110 V. AC 


The Synchronous Motor is easily inter- 
changeable with the Variable Speed 
Motor, supplied as standard equipment. 
Unusually light and compact, the Syn- 
chronous Motor can be used on the 
camera for hand-held shooting. 


The motor is furnished with its own 110 
volt, 60 cycle AC power supply. Output 
to the camera motor is 42 volts, 60 
cycles AC and to the Torque Motor on 
the magazine (when used) 8 volts DC. 


SYNCHRONOUS MOTOR (110 V. AC, 
60 cycles—24 frames per second) 
with power supply and cable... $3950 


ANIMATION MOTOR 





The Animation Motor features 1/4 sec- 


ond exposures for either single frame, 
or continuous shooting at 60 frames per 
minute. A built-on frame counter regis- 
ters up to 4 digits. 

The Animation Motor can be used manu- 
ally, with a foot switch, relay, or an 
intervalometer. The unit operates on 110 
volts AC, 60 cycles, but can be supplied 
for operation at other voltages and fre- 
quencies on special order. 


Complete ANIMATION MOTOR Assem- 
bly with Remote Control....____.$ 5595 


257 Fourth Avenue, New York 10, N.Y. 
7303 Melrose Avenue, Hollywood 46, Cal. 





in the East it’s... 


FOR THOSE 


WHO CAN 


AFFORD 


THE FINEST 


UY \\- 


wy y 


ROUND-THE-CLOCK SERVICES 
NEGATIVE DEVELOPING 
FIRST PRINT DEPARTMENT 


ULTRA VIOLET AND 
FLASH PATCH PRINTING 


16MM AND 35MM 
RELEASE PRINTING 


KODACHROME PRINTING 
63 EDITING ROOMS 
SPECIAL TV SERVICES 


For Color it’s 


MOVIELAB FILM LABORATORIES, INC. 


WHAT'S NEW 


(Continued from Page 464) 


Lens Control Handle 
Stevens Engineering Co., 242] Mij. 


tary Ave., Los Angeles 64, Calif. ». 


| nounces an adjustable lens handle whic 


can be fitted to either the focus or irs 
control ring of any lens from |” 


| in diameter. Purpose is to afford camen 
| operator positive and easier adjustmat 


of lens settings, especially in makix 
follow-focus shots. List price is $3 


>, 


j@orr 


| 16mm Test Film 


A new 16mm test film that measurts 


| registration, aperture size, resolution 
| shutter timing, centering of img 
| steadiness of its own test image wi 


respect to the perforation, and also pre 
vides a “thousandths scale” for me 
uring film movement in double-exp 
ure testing of printer steadiness has 
been announced by the Society of Mo 


| tion Picture and Television Engines 


Film is said to be ideally suited 10 


| la 
| needs of manufacturers of 16mm pm 


jectors, for film labs to adjust - 
printers, and for precise alignment © 


| 16mm_ black-and-white and color 


films. List price is $27.00, and may ® 


| . ° ; BY) 
| had from the Society’s headquarters ~ 


619 West 54th Street, New York 19, N. Y. JUdson 6-0360 to SG. New York, ©. ¥ 
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FWF&B CINEVOICE 400° 


up's new Cinevoice CONVERSION for 400 ft. magazines . . . 


NOT cut down your camera .. . 


NOT require an auxiliary motor .. . 


_* STILL be used as the original 100 ft. camera when necessary. 





A special _ oe -bearing take-up system and ball-bearing magazine shafts make possible the superbly 


oath, steady and jam-free operation. 
_ on F&B conve 


Either Mitchell or Bell & Howell 400 ft. magazines may 
rsion; and, in 10 seconds, the magazine can be removed, the light trap closed, 


gf the Cinevoice is ready for operation as a 100 ft. camera again. 





wus... ALL THESE BUILT-IN FEATURES 


SILENCED VEEDER footage counter. 
tin behind the lens filter slot, with two 


fiter holders. 
4, Headphone jack built in camera. 


4. Cannon plugs for all sound sockets. 
5. Tripod socket rebushed with brass insert. 
6. New neon signal light. 


aus... COMPLETE REFINISHING .. . 


Yur Cinevoice camera and 400 ft. magazine completely overhauled, cleaned up and re-finished in 


beautiful, wae black crackle finish. 
yet... F&B “CINEVOICE 400” 


tu Complete new outfits . . . 


Turret Cinevoice plus F&B conversion 


end 400 ft. B&H magazine 1200.00 


AUTOMATIC SPLICER 
SPLICE-O-FILM 


for 8mm-16mm combination & 35mm 
with the Exclusive PRESET SCRAPER! 


A PERFECT SPLICE EVERY TIME 
AUTOMATICALLY! 


The major cause of film failures is poor splicing 
.., and the major cause of poor splicing is 
improper scraping (either too much or too 
litle). SPLICE-O-FILM solves both of these 
problems with its automatic scraper that takes 
off exactly the right depth of emulsion every 
ime. . . regardless of applied pressure. 
SPLICE-O- FILM is a precision tool . . . import- 
td from England. It has a precision- -ground, 
lungsten steel scraper that is preset and 
teady for making thousands of splices. 


BROCHURE ON REQUEST 


ee 





é AVAILABLE NOW AT F&B 
LLE + s 
; Fluid Action TRIPOD HEAD 


= control for smoother panning in both hori- 
and vertical positions . . . Full 360° horizontal 
"ovement, Fits F&B PRO-CINE TRIPOD, 


MWTER PLATE $15.00 PRICE $113.50 


iS THE LOWEST PRICED CONVERSION AVAILABLE. . . 


PRICE ONLY $345.00 
not including magazine. 
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A NEW WAY TO HOLD THINGS UP .. . ANYWHERE .. . 
LIGHTS - PROPS - BACKGROUNDS - MIKES 


Without Nails or Screws - With | -Yoyniey Wi 


POLECAT is a featherweight, telescoping column of 1% 
inch anodized aluminum with an expansion spring in the 
top. Adjust it once to your ceiling height with locking 
collar. Then just spring it in and out of place as you 
please, Rubber pads top and bottom protect ceilings and 
floors. POLECAT can't be knocked over . 
floor space than a silver dollar. Adjust - it’s done. 


HOLDS 400 POUNDS. Makes a perfect, mobile, lightweight for lights. 
Two POLECATS with cross piece and fitting can be used to hold a roll 
of background paper, props, flats, etc. Perfect for location filming. 


BROCHURE ON REQUEST 


. and takes less 
push up - 


FLORMAN & BABB 


68 West 45th Street, New York 36, N. Y. 


Phone: Murray Hill 2-2928 
Cable Address — FLORBABB, N.Y. 























In 











N FILMS & SAVE 


For Motion Picture Producers TV Stations, 
Industrial or Documentary Producers, Photo 
Finishers, Laboratories, Microfilmers, Uni- 
versities, Etc. 


BRIDGAMATIC Jr. does automatic 16mm 
film processing at small cost. Built-in dry- 
box, heating elements, stainless steel tanks, 
air squeege—develops and dries readv 
for showing 600° positive, 1095 
. 180° negative per hour, from 
tana ee 





ms : et onl Larger capacity negative/positive, Reversal 
A ftrve one-man job, requires no specia skill, 

ao rigging, 80 constent weiching—cimply plug in and color models available 16/35/70mm 
and opercte. Write for brochure. standard or custom built, from 


EDIOLA ACTION VIEWER 
& SOUND READER 


This most advanced and first low priced 
Professional 16mm Motion Picture Film 
Viewer projects a big, clear aerial image, 
3” x 4”. Shows up minor flaws in film 
not normally detected. Operates left to 
right. Roller-smooth action eliminates film 
scratching or damage to sprocket holes. 
Built-in cue marking device—hum-free am- 
plification—synchronized with Precision 
Sound Reader on Special base or may he 
separated for individual use. Write for 
brochure. 





Ediola Viewer, Reader & Base..... ..$362 45 Ediola Optical Sound Reader 
Ediola Action Viewer ... ‘ 139.95  Ediola Base only . 


COLORTRAN'S “PACKAGED LIGHTING 


For Studio and Location Shots! 


‘‘A Studio in a Suitcase” 





COLORTRAN replaces heavy, cumbersome, ex- 
pensive equipment. Ideal for studio and loca- 
tion shots. 5000 watts of light from an ordi- 
nary household fuse. Complete line includes 
converters, spots, floods, scoops, diffusion frames, 
gator grips, stands, gobo adapters, etc. Also 
in packaged units such as the Groverlite Senior 
5000 Kit which includes two Senior Lites with 
Senior Converter and two stands of chromed 
steel with column supports to prevent all 
waver’. Packed in two metal-wood cases 
that hold all units securely in position with web 
straps. Complete 


Other ColorTran Kits available 
write for ColorTran catalog 


5.0.8. CINEMA SUPPLY CORP. 


De>t. F, 602 W. 52nd St., New York 19—PLaza 7-0440—Cable: SOSound 
Western Branch: 6331 Hollywood Boulevard, Hollywood 28, California — Phone: HO 7-9202 
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PHOTOGRAPHIC ASSIGNMENT; 


(Continued from Page 462) 


INDEPENDENTS 


@ Frank Pianer, ASC, “The Pr 

Passion,” (Technicolor; VisteVisioe) gt 
ley Kramer Prod. for UA; shooting in Sp. 
with Cary Grant and Frank Sinatra Sane 


Kramer, producer-director. 


@ Haron Lipstern. ASC, “Sprin a 
(Bryna Prods. UA release) with Benne 
ton and Dana Andrews. Robert — 
director. 


@ James Wonc Howe, ASC, “Drany’ 
(Earlmar Prods. for UA release) with bef 
Chandler and Joanne Dru. Jules Bricker, 


| director. 


@ Witrrep M. Ciine, ASC, “Hidden Pes:” 
(Shooting in Copenhagen) (St. Aubrey-Coha 
Prods. for United Artists release) with Joh 
Payne and Natalie Norwick. Andre De Ty, 
producer-director. 


| @ Lee Garmes, ASC, “The Sharkfighters” 


(CinemaScope & Color) (Samuel Goldwyn 
Jr. Prods. UA release) (Shooting in Cubs) 
with Victor Mature and Karen Steele. Jer 
Hopper, director. ' 


| @ Cuarces StrauMER, “The Gun and th 


Gavel,” color and widescreen Albert C., Gap. 


| naway Prods. shooting in Kanab, with Faro 


Young and Louis Jean Heydt. Albert C Gu 
naway, producer-director. 


| @ Ernest Hatter, ASC, “Men In War,” & 
| curity Pictures for UA release, with Rober 
| Ryan, Aldo Ray and Robert Keith. Anthony 
| Mann, director. 


@ Ray Rennawan, ASC, “The Halliday 


| Brand,” Collier Young Prod. for US Releas, 


with Joseph Cotten and Viveca Lindfors 
Joseph H. Lewis, director. 


@ Witiam Marcuties, “War Drums,” Bel Air 
Prod. for UA release, shooting in Utah, with 


| Lex Barker and Joan Tyler. Reginald le 


Borg, director. 


@ Joseph La Suetie. ASC, “Showdown 
Creek,” Bob Goldstein Prod. for UA release, 


| with John’ Derek and John Smith. Gerd 0s 
wald, director. 


@ Frep West, ASC, “Runaway Daughters 


| Golden State Prod. for American Int'l releas, 


with Marla English and Tom Conway. Edward 
L. Cahn, director. 


| @ Wintam Sicxner, ASC, “The Undead, 


Roger Corman Prod. for American Intl t 
lease, with Pamela Duncan and Richard Ge 


| land. Roger Corman, producer-director. 


KEYWEST STUDIOS 
@ Warren Srrence, ASC, Family Films 
“This is the Life,” TV. William Claxton, & 
rector. 


KTTV 


© Sruart THompson, ASC, “lar “ 

(Robert Maxwell Prods.) with Jan — 
: : 40 

and George Cleveland. Les Selander, direc 


‘ “De® TV. will 
@ Kennetu Peacu, ASC, Fury, oe 
Peter Graves and William Fawcett. »!¢ 
Salkow, director. 
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fuck STENGLER, ASC, “Captain Grief,” 
+ Guild Films. Stuart Hiesler, director. 


METRO-GOLDWYN-MAYER 


Surtees, ASC, “Raintree County,” 
at Color) with Montgomery Clift 
(em glizabeth Taylor. Edward Dmytryk, 
rT 


director. 


y . . 
He (Color; CinemaScope) with Marlan 
oon, 


Rrando an 
tor. 


eArrnur E. ARLING, ASC, “The Great 
imerican Pastime,” with. Tom Ewell and 


inne Francis. 


¢Harowo ~MarzoraTi, ASC, “Capital Of- 


ene, wi d : 
David Friedkin, director. 


o Russet HARLAN, ASC, “Something of 


Value,” shooting in Africa, with Rock Hudson | 


od Dana Wynter. Richard Brooks, director. 


o Pact Vocet, ASC, “The Wings of Eagles,” 
sith John Wayne, Dan Dailey and Maureen 
(Hara. John Ford, director. 


of. A. Younc, ASC,.“The Little Hut,” Cine- 
naScope and Color, with Ava Gardner and 
Yewart Granger. Mark Robson, director. 


MOTION PICTURE CENTER 


¢ Nick Musuraca, ASC, “The Line Up,” TV, 
(Deilu Prod.) with Warren Andersen. H. 


Morse, director. 


eHarotp Wertman, ASC, “Wyatt Earp,” 
TV, (Desilu Prods.) with Hugh O’Brien. 
Frank McDonald, director. 


PARAMOUNT 


¢Sam Leavitt, ASC, “Flamenco,” (Vista- 
Vision and Color) (Being photographed in 
Sain) with Carmen Sevilla and Richard 
Kiley. Don Siegel, director. 


¢Ray June, ASC, “Funny Face,” (Techni- 
olor; VistaVision) with Audrey Hepburn 
md Fred Astaire. Stanley Donen, director. 


¢Cuartes Lanc, ASC, “The Rainmaker,” | 


with Burt Lancaster and Katharine Hepburn. 
Joseph Anthony, director. 


*Lova. Grices, ASC, “The Buster Keaton 
Story,” (VistaVision & Technicolor) with 


bald O'Connor and Ann Blyth. Sidney | 


Sheldon, director. 


*Haskent B. Boces, “The Jim  Piersall 
Yory,” with Karl Malden and Norma Moore. 
Robert Mulligan, director. 


"Jack Warren, ASC, “Beau James,” Vista- 
‘sion and Color, wi’ Bob Hope and Vera 
Miles. Mel Shavelson, director. 


REPUBLIC STUDIOS 


*f Couman, ASC, “Dragnet,” TV, (Sherry | 
‘tods.) with Jack Webb. Jack Webb, | 


urector, 


® Danie B. Crank. ASC, “Do You Trust 
‘cur Wife?” TV, (Don Fedderson Prods.) 
vith Edgar Bergen ind Charlie McCarthy. 
‘m Morgan, director. 


’ 7 2 * 
* Bi 0 THackery, “Accused of Murder, 
wecolor and Naturama. with David Brian 


= Vera Ralston. Joe Kane. producer-direc- 


(Continued cn Page 493) 





Atron, “Teahouse of the August | 


d Glenn Ford. Daniel Mann, direc- | 


Hermann Hoffmann, director. | 


th Leslie Neilsen and Coleen Miller. 























INDENTIFY YOUR FILMS INSTANTLY | 


The MOY edge numbers every 
foot of 16 '7%2, 35mm film 
and simplifies the task of 
checking titles, footage 


The MOY replaces cue marks, per- 
forations, messy crayons, punches, 
embossing, and other unsatisfactory 
methods which mutilate films. Work 
prints showing special effects, fades 
and dissolves require edge number- 
ing to keep count of frames cut or 
added. Multiple magnetic tracks in 
CinemaScope_ stereophonic record- 
ings make edge numbering a MUST. 
Write for brochure. 


With NEW Improved 
non-clog inking system, $2475 i 














Present Moy owners can easily install the new and improved inking system! 


HY-CAM HYDRAULIC LIFT 
AND PERAMBULATOR 


Permits High-Action Shots— 
Quick, Quiet, Accurate Operation 











Reaches its full height of 16 ft. in less than 
40 seconds and is always ready for opera- 
tion at a moment's notice. Payload of 500 
Ibs. carries two men with full equipment. 
Dual UP and DOWN controls on platform 
and base. Folds into a compact unit less 
than 12” wide for easy storage and trans- 
portation. Smooth power supply, 110V A.C. 
motor with 35’ extra heavy-duty 3 conductor 
Neoprene cable. HY-CAM's applications are 


limited only by your ingenuity. 
For complete details write for brochure. is) 


IMPROVE FILM TITLE 
with the TEL-ANIMAPRINT 


For MOTION PICTURE PRODUCERS, ANIMATORS, SPECIAL EFFECTS 
LABORATORIES, TV STATIONS, ADVERTISING AGENCIES, ART 
DEPTS., ETC. 


The first sensibly priced HOT PRESS TITLE 
MACHINE for high quality, fast lettering— 
the answer to economy and precision ac- 
curacy in film titling. Prints dry from colored 
foil for instant use. Acme pegs assure per- 
fect registration on paper or acetate cells. 
Prints all colors. TEL-Animaprint tools for 
Top Techniques—greatest dollar for dollar 
value in the industry! 


only $395 


Write for TEL-Anima brochure—covering every an’ma‘ion nzed 


5. 0.5. CINEMA SUPPLY CORP. 


Dept. F, 602 W. 52nd St., New York 19—PLaza 7-0440—Cable: SOSound 
Western Branch: 6331 Hollywood Boulevard, Hollywood 28, California — Phone: HO 7-9202 
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need location 
lighting... fast? 


Call on Jack Frost, one of the 
nation’s largest suppliers of 
temporary lighting facilities, 


Wherever you are, whatever your 
lighting needs, you can depend on 
Jack Frost's expert handling and com- 
plete range of equipment, from a 
100 watt inkie to 225 amp arc with 
mobile power plants. In the studio 
too, we can supplement your present 
equipment to meet any situation, any- 
where. We've been doing it for years 
for many of the top shows. 


Our service includes complete installa- 
tion and removal at one low cost. 


free estimates 


Write or wire for a free estimate and 
a Free Catalog of Equipment. 


JACK A. FROST 


Dept. AMCI 


234 Piquette Ave., Detroit 2, Michigan 
425 Burnamthorpe Road, Toronto 18, Ontario 


Se 
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LIBERAL 
PAYMENT PLAN 
AVAILABLE 


Completely maneuverable to all angles with instant ease; many . _ Easy rolling dual wheels of highest quality — choice of pneumatic 
advantages found in no other dolly. or live rubber. Rigid floor locks. 
val whee! steering for both crab and conventional back steering. Two adjustable seats for cameraman and assistant. 


Snooth and noiseless hydraulic boom arm raising and lowering All hydraulic and other equipment installed is original and of 
actuated by fingertip control. the finest quality and make in the hydraulic field. 


luick and noiseless operation reduces costly waste of set-up time. A hi-hat for added height when required. 


tirizontal leveling device with adjustable vertical leveling arm Streamlined and sturdily constructed of welded steel and alumi- 
keep camera level in any position. num for stability, ruggedness and perfect balance. 


Nlows director wider range of camera angles for dramatic effects. FOR COMPLETE DETAILS WRITE FOR BROCHURE. 


* REG. U. S. PAT, OFF, 


TIONAL CINE b IPMENT JOHN CLEMENS ERWIN HARWOOD 
) ic. 209 W. 48th ST., NEW YORK 36, N.Y.-Clircle 6-034 











LINING UP THE TAKE—While the players stage a rehearsal of 
a shooting scene, the camera on a boom is maneuvered to 


capture the action to best advantage. 


THIS IS THE TAKE—The camera was pulled back, the boom lowered and the 
action caught at its dramatic best from low angle. 


Afterwards, comer 


was raised and a medium closeup made of victim's reaction. 


STARTING THE NEW ASSIGNMENT 


By 


FOREWORD—How does a Director of Pho- 
tography start a new assignment? What prep- 
aration, if any, takes place before the camera 
starts rolling on the first scene? We believe 
our readers will be interested in a camera- 
man’s first-hand account of this procedure, so 
we have asked cinematographer Walter 
Strenge, A.S.C., to recount something of the 


WALTER 


procedure he followed in preparing for and 
photographing “Stagecoach To Fury”—which, 
incidentally, is the first feature film to be 
made in CinemaScope and the new Eastman 
Plus-X negative. Produced by Regal Films, 
Inc., it will be released soon by Twentieth 
Century-Fox Studio. 


—EDITOR 


STRENGE, A.S. 


Cc. 


HE FREELANCE cinematographer — 

that is, the camerman who is not 
contract with a major Hollywood shite 

-works mostly for the independent 
film producers. His assignments vey 
often involve a great deal more respons 
bility in the way of pre-production 
planning. This advance preparations 
vital to the success of his photographie 
assignment; the independent produtet 
doesn’t have the studio equipment and 
all the other production resources 
the contract cameraman has acces ® 
whenever things go wrong and he netis 
an assist. So it is very important tha 
the cameraman who undertakes anit 
dependent assignment take every pe 
sible precaution to insure that he ii 
a dependable and efficient crew, thi 
ample equipment is brought along ™ 
locations, and that there is complete 
amicable agreement between hi 
and the producer and the director. 


WALTER STRENGE, A.S.C., who directed 
the photography of ‘Stagecoach To Fury, 
determines the correct exposure for film- 
ing actress Mari Blanchard, using an inel- 
dent light meter. 
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v assignment to direct the photog- 
. “Stagecoach To Fury” began 
apy “telephone call one morning. It 
_ Director William Claxton 
a to see if | was now on a pic- 
Would I be interested in shoot- 
‘» ‘Stagecoach To Fury’?” Then he 
ve me the producer’s phone number 
mall An appointment was arranged 
‘ the morning of June 11th. At that 
a we discussed the picture and 
reached an agreement, W hich included 
mount of salary, how my screen credit 
vgs to appear, and the size of the crew 
j should have to work with me. 
{sit was up to me to pick my crew, 
ind this detail had to be attended to at 
ime, | went on salary on June ] 3th— 
three days after my interview with the 
onder. With a starting date for the 
sidure set for June 20th, this meant 
that crew members accepting commit- 
nats to work on the picture would 
we to make themselves available on 





d the 
mero iat date, which was a week later. But 


shen you have a group of men who 
syally work with you all the time and 
sho like you, invariably they are will- 
ing to wait. 

\s this was to be the first feature 
woduction ever to be photographed in 
(inemaScope and the new Eastman 
Pus-X negative, and because I had 
wer before photographed a_ picture 
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. O ACTION STILLS from Regal Films’ “Stagecoach to Fury,"’ which 
a besides the tense, dramatic action the good lighting 
interiors and players. In keeping with the high action the lighting 





with a CinemaScope lens, I had to do 
some checking before the day came to 
start the picture. We had arranged to 
lease a CinemaScope lens from 20th 
Century-Fox studio, so it was logical 
that I should make an appointment with 
that studio’s camera department head, 
Sol Halprin, A.S.C., for the purpose of 
getting a quick rundown on use of the 
lens, etc. It was Halprin who, together 
with Earl Sponable, had developed and 
improved the CinemaScope lens. 

Following this, I visited a_ local 
camera rental service and arranged to 
lease a Mitchell BNC camera and tri- 
pod for the production. I had them set 
up the camera and put on the Cinema- 
Scope lens and make a test. This was 
immediately taken to a laboratory for 
development and the results showed 
that the lens and camera equipment 
checked out perfectly. Now all there 
remained to do was arrange for rent- 
ing such other items of equipment as 
camera car for location shots, a boom 
for use on the stage, etc., and we were 
all set to start shooting, 

The following Sunday I joined direc- 
tor William Claxton, his assistant, Mack 
Wright, and production manager Ian 
McDonald and flew to Las Vegas. From 
there we proceeded by automobile to 
Kanab, Utah—a 200-mile trip that re- 
quired 714 hours to drive. Kanab and 
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the surrounding countryside is famous 
for furnishing locations for western 
movies. The following morning we 
arose early and started out by automo- 
bile in search of locations for scenes for 
“Stagecoach To Fury.” Taking a dusty, 
winding dirt road, we found what we 
were looking for about 45 miles from 
Kanab. It was well worth the trip. The 
country is similar to Monument Valley, 
dotted with majestic buttes and odd 
rock formations. For bringing us to 
this little-photographed area we were 
indebted to Fay Hamblin, who acted as 
guide and who owns a piece of the 
country himself—about 26 square miles 
of it. 

Concluding our _location-hunting 
journey, we traveled back to Parry’s 
Lodge—our headquarters in Kanab. 
Here we showered, rested a bit, had a 
delicious dinner, and then retired, 
planning an early start for the location 
area the next morning. 

Following the initial look at the loca- 
tions, director Claxton now began vis- 
ualizing the shots. So we spent the en- 
tire day on this phase of the planning. 
We surveyed each location site from all 
angles to determine the best composi- 
tion with respect to the action involved, 
all the time, of course, considering the 
angle of the sunlight. We had every 

(Continued on Page 493) 


is relatively high key, with just enough delicate shading at the 
perimiter to enhance the pictorial composition of the scenes. —All 
stills are by Cliff King. 
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Harnessing Sunlig 


With Reflectors 


Reflectors both supplant and 

augment the booster light in 

smoothing out the shadows in 
outdoor photography. 








By ARTHUR ROWAN 


| SUNLIGHT REFLECTOR, which became an importa 
adjunct to outdoor photography in the early days ¢ 





motion pictures, still remains an important tool for motes 


picture production. Its function is to redirect some of . 
sunlight into shadow areas of exterior sets or on subs 4 
when photographed out-of-doors. ‘a 

While the arc and incandescent booster lamp have wa 


planted the reflector to some extent, it often is impractig 
or too costly to employ the booster light, especially on 
tant locations. And so the inexpensive, portable, andé 

ps inten thease Uni pat ane i aia to-use reflector finds frequent use in modern-day prod 

, hand- - . ° E 

as a unique angie chet . ‘tend te vata’ We M-G-M's “The Attesting to this are the photos reproduced a these 

Fastest Gun Alive.” which show how reflectors have been used in a nu 
ways in recent productions. om | 

While all reflectors are basically the same—a flat sain 
coated with a reflective material—they vary in design @ 
struction and mounting according to the studio. ser 
ago, most reflectors were made to fold in the mi 
had reflective coating on one side only. Today, mostal 
reflectors we see in use by the studios consist of a§ 
panel, about 4 feet square. The panel is generally 
3/16” plywood with a thin supporting framework 
it to give rigidity, and has fittings enabling it to be me 
on a tripod designed for the purpose. A good closeup view 
of a typical reflector and stand is afforded in the photo a 
bottom of this page. 

Reflectors are made in three grades or reflective qualiti«: 
soft, medium and hard. One coated with flat white paints 
called a soft reflector. Glossy white enamel paint or at 
minum paint is used for a medium reflector, while the hari 
reflector—the one that finds the greatest use—is 
with sheet foil or silver or aluminum leaf. The hard reflec 
is the one that is used in great numbers on distant logalios 
because its hard, brilliant surface projects light great ds 
tances. In the middle photo on page 475 may be seen how : 
battery of these reflectors set side by side provided the fl 
light necessary to photograph a scene in a shady bendin! 
mountain stream for a recent Hollywood production Her 
hard-surfaced reflectors were used to obtain the maximum 
projection of reflected light. 

(Continued on Page 503) 
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REFLECTORS are invariaoly used when shooting on distant 
locations where it is impractical to use booster lights. Con- 
struction details of typical studio reflectors and stands may 
be seen in photo. Reflectors are coated on both sides, are 
angled with respect to sun to direct light to best advantage 
for the cinematographer. 





HERE A REFLECTOR is mounted on a 
separate dolly that precedes the camera 
and directs fill light on two players 
riding alongside dolly tracks (far side) 
and being photographed in closeup for 
C. V. Whitney Pictures’ “The Searchers." 
Two grips hold reflector at proper angle 
for desired lighting effect. 








A NINE REFLECTORS arranged in a row provide the fill light 
necessary to photograph a scene in a shady bend in a 
4 mountain stream for Bryna Productions’ ‘“‘The Indian Fighter.” 


ee 


SHOOTING INTO THE SUN requires ample protection for the 
camera lens in the form of a sunshade and fill or booster 
light to provide image contrast. Here solid panel reflectors 
are used to redirect sunlight into a scene shot against the sun. 





BECAUSE reflectors are cheaper and easier to handle, they are often 
wed in place of booster lights in shooting street scenes like the one 
shove for 20th Century-Fox’s “The Snake Pit.” 
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OLD—iIn the days of silent movie making on location, the cameras 
were mounted on wooden parallels of questionable sturdiness. If 
camera height had to be changed, it could only be done by adjust- 


ing length of the tripod legs. 


fa 
i 


NEW—To shoot a similar scene today, the camera is moved to the sie 
@ modern carrier such as the 
readily raised or lowered by hydraulic pressure. Running shots cop 


“Blue Goose.” The camera plato 


be made with the equipment. 


Location Camera Carriers 


CONOMICAL LOCATION production has 

long been dependent upon ability 
of the crew to get the camera into posi- 
tion and ready to shoot in the shortest 
possible time. 

Before advent of the giant boom and 
camera cars with hydraulic hoists, loca- 


THE “Blue Goose’’—first practical all-pur- 
pose location camera carrier with hydraulic 
lift and four-wheel drive—aids Nat Holt 
Productions shoot exteriors for a “Western.” 
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By FREDERICK FOSTER 


tion shooting involved time-consuming 
erection of parallels; and when the set- 
ups were in rugged, mountainous coun- 
try, transporting camera and equipment 
to the location site was often difficult 
and hazardous. 


The solution to the 


problem 


was 


WARNER BROTHERS’ answer to the “Blue 
Goose" is this 4-wheel-drive camera and 
equipment carrier with hydraulic hoist 
affording wide range of camera heights. 
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achieved when studios decided to put 
the camera on a rugged mobile camer 
that would not only transport camen 
and equipment from studio to locatin 
site, but provide a suitable mounting 
for the camera while shooting was in 
progress and incorporate some of the 


UNIVERSAL-INTERNATIONAL's location co 
era car and equipment transport. be 
platform is hydraulically © and 

mast is equipped with hydraulic stabilizes 








se Boy * 


Sts ox 
: 7 


* al 





scene is typical of many location shooting assignments which NEW—To shoot scenes in rugged country similar to the location 

erection of wooden parallel for the camera, not to mention cost pictured at left, the modern-day producer utilizes one of the giant 

seving in the lumber and the men to build it. Here a scene for a Tom Chapman Booms. One may be seen in this photo projecting into 
feature is about to be filmed. the scene from the left and shooting action staged below. 


enveniences of the camera boom used 
o the sound stage. 

The first attempt in this direction 
was when a studio loaded its biggest 
amera boom on a truck and sent it out 
a rugged western location. It afford- 
ed some mobility, eliminated the need 


jor erecting parallels, and provided for 
wing the camera in a wide range of 
(Continued on Page 495) 


to put 
carnier 
camera 
location 


adie FILM PRODUUCTION Unit of Douglas Air- 


craft Company, Santa Monica, designed 
Was In this equipmént carrier that accommodates 
of the all the equipment shown, including cam- 
era tripod and dolly. All “elevated” 
shooting on location is done from top 
deck of truck. 


WOVIEWS of the 
heavy - duty 

pai boom designed 
"gged location use. 

‘5 range of cam- 

"0 heights from ground 
Wel fo 30 feet; will go 
@ Jeep can 
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on the wide, wide-screen 


Audiences truly live the lives and loves of their favo 
rites as they see them on the wide, wide-screen. For 
here, as they sit in the theatre, is escape . . . freedom 
from the humdrum. New technics in production, proc 
essing and projection are responsible . . . new horizons 
achieved by an ever-searching industry working !' 
co-operation with the Eastman Technical Service fo! 
Motion Picture Film. 





Motion Picture Film Department 
EASTMAN KODAK COMPANY 
Rochester 4, N. Y. 


Nes at strategic centers. Inquiries invited. 


ist Division Midwest Division West Coast Division 
Avenue 130 East Randolph Drive PVACloMYelalicMiutelliaem ize, 
N.Y Chicago |], Ill Hollywood 38, Calif 








How Movie Falls Are Staged And Filmed 


Illusion achieved through use of right lenses and camera angles. 


ALMOST EVERY ‘“‘western’’ movie has a chase scene that cul- 
minates in a two-man duel in which the one receiving the fatal 
bullet goes to his death in a plunge over a cliff. In above shot 
gunman peers cautiously over cliff toward adversary. 


ca 


% uy >A 
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COUP DE GRAS. Enemy's bullets have found their mark and gun- 
man starts topple from top of rock. Actual height of rock is 
concealed from audience by shooting in close and excluding 
extraneous features that would reveal real height. 


) gperees 4 Limit to the chances that Hollywood's famous 
stuntmen will take when doubling for the stars in danger- 
ous action, So when the script calls for the hero—or the 
villian—to plunge from a cliff as, for example, to climax 
a gun duel, the art of illusion is brought into play and the 
actual plunge is implied through skillful photography. 

The photos above illustrate a rather simple instance of 
this kind. The scene involves a gunman in a duel with 
another in what appears a mountainous locale. Height of 
the rock on which he crouches has been suggested by a low- 
Avcust, 
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AS BULLETS WHIZZ overhead, he ducks, then inches forward for o 
better view so he can return the shot. This photo and one at left 
were made on location atop a rocky mountain. Climax of sequence 
will be staged and filmed on a prop rock back at studio, 


CULMINATION OF FALL is filmed on “prop” rock on studio back 
lot with camera in reverse position. Concluding shot of sequence 
will be filmed on location with a “dummy” hurtling through spoct 
from top of real cliff, and landing finally at the base. 


angle shot that begins the sequence. His subsequent action 
was filmed close up to retain the illusion of height and ! 
build up suspense. } 

In the first photo, he peers cautiously over mm of the 
rock towards his adversary, at the same time inching 4 
ward in order to get him in his sights. In the next phot 
he is seen suddenly hugging the rock as his adversary s ts 
lets whizz overhead. In the third photo, another bullet “ 
found its mark and the gunman slumps forward and start 

(Continued on Page 502) 
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GATHERING exposure data during the shooting of an industrial film for the American 
Society of Tool Engineers Exposition in Chicago by James Mitchell Associates, using the new 


high-speed Anscochrome color film. 


Left to right are producer Mitchell, cameraman Dick 
Wiacek, and Ansco representative Bill Metzger. 


Shooting An Industrial With 
Anscos New, Fast Color Film 


New Anscochrome produces excellent results 
recording low-key interiors with exposures 
based on ASA rating of 125. 


By JIM MITCHELL 


James Mitchell Associates, Detroit, Mich. 


REATHES THERE an industrial film 
B producer who has not cringed at the 
familiar statement: “Now, then, we 
want it in color but we have got to keep 
the budget down.” 

Recently this happened to us, and in 
usual fashion we hedged and gave the 
client the stock answers about shooting 
color. Well, it was fortunate for us that 
they would not accept the statement “it 
can’t be done.” 
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The determined client was the Ameri- 
can Society of Tool Engineers. Every 
two years this Society sponsors an In- 
dustrial Tooling Exposition in major 
cities throughout the U. S.—big shows, 
drawing 35,000 to 40,000 of the nation’s 
top production and manufacturing ex- 
ecutives and engineers. 

The recent show in Chicago was the 
largest yet with 530 exhibits covering 
seven and one-half acres of floor space 
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in the Internation! Amphitheatre. Pro. 
ducts shown ranged all the way from 
small hand _ tools, jigs and assemh)y 
devices to huge stamping presses anj 
precision machine tools, [py betwee 
were all the related products eel 
ants, — electronic controls, — material 
handling equipment, precision contn 
and inspection equipment, etc. 

ASTE’s problem was how to record 
this event on film with maximum im. 
pact at least cost. It was their original 
intention to have produced only enough 
film of this exhibit to provide a may. 
mum of five minutes screen time in a 
27-minute color motion picture. |p ¢. 
fect, they wanted to have their cale 
and eat it, too, because along with the 
cost problems, the footage we shot had 
to provide a good color maich with the 
rest of their film, 

These people are engineers and jp 
them “anything is possible.” They had 
heard about some color film that wa 
pushed to ASA 125. Yes, the Anseo 
people had an outdoor film that had 
enjoyed some success at this speed, but 
this was outdoor film and to use it ip- 
doors would mean filtering and this 
might cancel out the high speed rating 
and all its advantages. In addition, we 
had not seen the area that we were to 
shoot, and with budget limitation and 
the nature of the job, we “had to shoot 
with existing light.” Indoor shots with 
existing light? Impossible! 

At this point, we began to take stock 
of ourselves. Who were we to say that 
it was out of the question? So—it was 
only logical that we turn to Ansco, the 
people that were doing revolutionary 
things with 16mm color film. A call 
the Binghamton office put us in touch 
with Ed Stambolian. We were assured 
that we could convert the outdoor to 
indoor, but why do that? He then went 
on to explain that they were releasing 
a new indoor film that could be pushed 
to ASA 125. Had it been used com 
mercially? No—we would be the firs 
to use it for an industrial film, Could 
they send us a hundred feet so that we 
could run a test on it? 

“Sure thing—I’ll send it out today. 

I went back to the Tool Engineers 
and told them that we were having some 
new film shipped to us and that we 
would run a test on it. We had never 
shot any color this fast, and frankly, ve 
were quite dubious. Fortunately there 
was a Travel Show in progress, and s! 
we could come close to approximating 
the conditions we would face in shoo 
ing the show in Chicago: 

Dick Wiacek was the cameraman 
this job. In shooting the test footage. 
we were concerned with only one sa 
tion—Can it be pushed to ]25, an 
what will it look like? ; 

All we did was take a light reading 
and shoot. In one spot and strictly, 1 
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_. we shot footage of a film show- 
Oe Then the big wait for the results. 
md ASTE staff thought the test was 
me! The footage of the movies was 
on quite satisfactory. . 
an were commissioned to film 
ihe Tool Show. Ansco sent Bill Metzger 
»o Chicago to work with us, Arrange- 
were made for special process- 


ments 
h allowed us to see the rushes 


ing, whic 
iate that day. , 

The response of the ASTE Officers 
and its National Public Relations com- 
nitte was most enthusiastic, Of course, 
there were @ couple of perfectionists 
vho were comparing the finished pro- 
juct to the best of Technicolor. True 
there was some graininess in the film, 


but under the circumstances, it was not 
objectionable, and the color was ex- 
ceptionally good. Proof of the enthu- 
siasm for the footage was manifested in 
an expansion of the original film pro- 
duction plans into a fifteen-minute pic- 
ture that would be shown to 135 chap- 
ters of the Society. 

So much for the basic story. But 
what about the technical side? Though 
we didn’t know the conditions under 
which we would be shooting, we did 
know that in order to do the job we 
would have to shoot with existing light 
and crowd the film to the limits every 
foot of the way. On this job we used 
the Bell & Howell 70-DL camera be- 


cause of its portability. In addition, it 
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THE Mitchell production was essentially 
a factual account of the ASTE’s 1956 ex- 
position and contained many shots such 
asthe one above. Not only did the color 
hold up in shots such as this, says Mitch- 
tl, but they demonstrated the film's ex- 
cellent resolving qualities. 


SHOTS OF conferences, most of which 
were filmed in a lower key of light, 
“Pushed” the new Anscochrome film to 
ts outside limits, says producer Mitchell. 
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gave us a shutter speed of 1/40th of a 
second at 24 frames. This gave us the 
extra exposure we needed. We also 
used the new B & H f/.95 lens. There 
were times when it came in handy. For 
determining exposures, we used the 
Norwood Director meter. 

In taking light readings we would 
take a general overall reading because 
of the spottiness of display lighting. In 
compensating we would go 4 to % 
stop under for light areas, and for dark 
areas, we would go 14 to 1% stop over. 

The latitude of the Ansco stock gave 
us good color rendition in areas where 
the ratio was as high as 6/1 or 7/1. 
Resolution, latitude and the tremendous 
depth of the film amazed us. In a situ- 
ation such as we were in, one runs into 
seemingly impossible conditions, for 
there were extreme variations in light- 
ing. At times we had readings of only 
four foot candles, and so were pressed 
to get the limits of the film. On-the-spot 
calculations indicated that such shots 
were nearly impossible . . . but ASTE 
wanted it. 

In getting such shots, the action in 
the film had to appear normal, To do 
this, we dropped the camera speed to 
20 frames. Wiuh the B & H this gave 
us a shutter speed of one thirty-fifth 
and, in turn, allowed us more exposure 
time — approximately 14 stop more. 
This, coupled with the f/.95 lens gave 
us optimum results under seemingly 
impossible light conditions. Results 
were satisfactory. We must add, though, 
that under these conditions, the color 
would drop off to the red, but was 
none-the-less acceptable for our pur- 
poses. 

In using the new Ansco color film, 

(Continued on Page 492) 
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SHOOTING A SCENE enroute to summit of Mt. Washington is CBS 
Special Assignment Crew headed by author Irving Heitzner, at 


camera controls. 
man Addison Tice; commentator 
editor John Dullaghan. 


Others in photo, from left to right, are: sound- 
Robert Northshield; 


and film 


ON THE SUMMIT, wind velocity reached 75 miles per hour. Here 
it was necessary for camerman Heitzner to crawl on his hands 
and knees and shoot with an Eyemo camera. 


Odyssey Of A Roving TV Cameraman 


Quest for footage for CBS’ “Oddities In The News” 
has its climax on blizzard-swept mountain top. 


OST YOUNG FELLOWS WITH a yen to 
M become a motion picture camera- 
man invariably think of working behind 
a Mitchell camera on the sound stages 
of the major studios in Hollywood. But 
not all the film exposed daily in motion 
picture cameras originates in the glam- 
orous atmosphere of the movie studios. 

Now that television has become the 
formidable entertainment medium that 
it is, a considerable portion of daily TV 
programming originates on film. Besides 
the hour and half-hour shows that orig- 
inate on film in studios in Hollywood 
and New York, still other programs, like 
CBS’ “Oddities In The News,” are made 
up from factual material shot by roving 
cinematographers—like myself. In this 
type of work, stamina, resourcefulness 
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By IRVING HEITZNER 


and quick thinking are valuable assets. 

This became all the more apparent 
to me as I reflected on a recent assign- 
ment for Columbia Broadcasting Com- 
pany to shoot material for its “Oddities 
In The News” series—an assignment 
that was to take me to the summit of 
blizzard-swept Mt. Washington in the 
White Mountains of New England. 
Here, because weather conditions in 
winter months approximate those of the 
Arctic, the U. S. Air Force has estab- 
lished a proving ground where are 
tested some of its most important aero- 
nautical instruments and equipment. 
The United States Weather Bureau has 
also established a station there, and 
WMTM.-TV has its TV transmitter there. 


All these factors had an important 
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bearing on my film assignment. 

On the morning of February 1, 19, 
I gathered together my crew and as 
ciates consisting of sound man Addison 
Tice, news analyst Robert Northshield 
and film editor John Dullaghan, and 
prepared for the ascent. Our equipmet! 
consisted of one sound camera with am 
plifier, and a hand camera with a bat 
tery pack having ample power to operale 
it in exposing 10,000 feet of negative 
In addition, there was the personal bag 
gage of the party. 

After eeiied to Capt. John Har: 
cock, USAF, in his office at the foot 
of the peak, we received such items 
Arctic clothing as parkas, heavy woolet 
mittens, and sun visors. This, along ¥!" 

(Continued on Page 500) 











Watch for our Announcement of the 





DEALERS 


NEW YORK—Camera Equipment Co., 1600 Broadway, SAN FRANCISCO — Brooks Camera Co., 45 Kearney St., 
New York 19. JUdson 6-1420. Cable Address CINEQUIP. San Francisco, Calif. EXbrook 2-7348. 


CHICAGO — Zenith Cinema Service, Inc., 3252 Foster CANADA —Alex L. Clark, Ltd., 3745 Bloor St., Toronto 
Ave., Chicago 25, Ill. IRving 8-2104. 18, Ontario. BEimont 1-3303. 











3-Perforation Film Frame Spacing Proposed 


“Framelines” between images are getting wider, due to devel- 
opment of wide-screen aspect ratios, resulting in wasted film 
stock and decreased projector efficiency 
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Standard projector “Wide-screen” 
aperture (1.37/1) 1.85/1 aperture 


(Note unused areas between frames!) 
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1.66/1 aperture used with regular 
4-hole pulldown (A) and 3-hole shift (B) 


FIG. 1—Comparative “‘frameline” spacing of standard and wide-screen film images is 


illustrated above. 


The author proposes reducing the “‘frameline’” areas by employing a 


3-perforation instead of conventional 4-perforation pulldown intermittent and re-positioning 


of the frames on release prints. 


FOREWORD—Robert A. Mitchell, writing in the July, 1956, issue of /nterna- 
tional Projectionist (“A Common Sense Approach to Screens, Apertures and 
Aspect Ratios”), has pointed out the percentage of wasted film in every 1000 
feet that goes through a projector, due to the space unused between wide-screen 
images. He suggests that print economies can be effected and efficiency of screen 
projection increased by making prints with the images closer together and em- 
ploying an intermittent pulldown of 3, instead of the standard 4, perforations 
per frame of film. Part II of his article dealing specifically with this subject is 
reprinted here by special permission of the publisher of /nternational Projectionist. 


|= SILENT-FILM camera aperture was 
sufficiently large (0.97” x 0.72”) to 
allow for small differences in framing 
and for slight misalignment of the pro- 
jector lateral guide-rollers. The sound- 
film camera aperture was also stand- 
ardized at slightly over-size dimensions 
(0.87” x 0.64”) for the same reason. 
Now, the standard frame-shift per- 
formed by the intermittent mechanism 
of a 35mm motion-picture camera or 
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projector involves a longitudinal dis- 
tance of 34 inch; or, as 35mm film is 
perforated, a distance of 4 sprocket 
holes along each edge of the film. 
With the vertical dimension of the 
silent camera aperture, the thickness 
of the “framelines” between the indi- 
vidual frames was only 0.75 — 0.72 = 
0.03 of an inch, hence practically all 
of the picture area of the film was 
utilized in silent-picture photography. 
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It is otherwise in the case of sound 
movie photography. In order to mai 
tain the desired 4:3 proportionality ,) 
the frame images, the framelines pe. 
essarily became rather thick (speci 
fically, 0.75 — 0.64 = 0.11 inch). 

The loss of picture space in stan 
ard sound films is by no means serioy: 
even though it represents a waste oj 
110 feet of film in every 1,000-foot red 
—110 feet which must uselessly }y 
pulled down by the camera intermittey 
without being exposed. The los ; 
slightly greater in projection, of cours. 
because the projector aperture is slight 
smaller than the camera aperture, |n 
aspect ratio soundfilm aperture, 150 fee 
of film out of every 1,000 feet is never 
projected to the screen. 

When non - anamorphic wide - scree 
apertures are used in the projector, the 
waste of footage—film which must we. 
lessly be pulled down by the intermittent 
—assumes alarming proportions, |n 
every 1,000 feet, for example, the fd. 
lowing footages of film are wasted }y 
the various non-anamorphic apertures: 


WASTED FOOTAGE 
IN 1,000 FEET 


150 
250 
253 
279 
304 
338 


ASPECT 
RATIO 


1.375/1 
1.65/1 
1.66/1 
1.75/1 
1.85/1 
2/1 


Figure 1 shows what portion of the 
picture area of the film is actually pw 
jected upon the screen when 1,375/1. 
1.85/1, and 1.66/1 a.r. apertures ar 
employed. 

The trend toward wider scree! 
images, as we said before, is not wholly 
unattended by unfavorable con 
quences. For musical extravaganl 
and “spectacular” productions involving 
vast throngs of people and panorami 
scenery, the extreme CinemaScope * 
pect ratios serve admirably. Yet what @ 
pity it would be if all movies Ww 
CinemaScope spectaculars! iy 

The dramatic motion picture 8 * 
trinsically emotional; and emotion a 
plies an intimacy of thought and feelin 
translated into photographic proximity 
to the individual actors, either sé! 
or in small groups. The closeup shot, * 
well as the “roving” camera and ou 
cutting by the film editor, 18 part an 
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shot, * 
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ays will be. 
ws desirable, therefore, that a com- 


ise be effected for the best presenta- 
“a non-anamorphic films. Cinema- 
ret <f excellent in its own field, and 
. seme aspect ratios should be util- 
sherever possible, for full pano- 
nd ae. but the more sensitive 
poser photoplay is still best pre- 
ted in less extreme aspect ratios, 
. dd. in monochrome in- 


| we may @ . 
- in expressing these 


or. 
jead of col 
re the writer is merely echoing the 
yews. 


wpinions of many tec enon 

‘ducers Who are increasingly revert- 
mz to the wider dramatic scope of the 
conventional aspect ratio and more or 
ls ignoring the wider visual scope of 
te panoramic screen. 

if the old conventional aspect ratios 
1f 1333/1 and 1.375/1 are considered a 
bit too restricted as regards the horizon- 
ul dimension, then certainly the 1.65/1 
ind 1.66/1 ratios represent the maxi- 
num (and perhaps the most desirable) 
yidth-to-height ratio that preserves the 
uidity” of screen drama—the use of 
doseups intercut into medium shots, 
‘dollying” of the camera, etc. And yet 
these aspect ratios are wide enough to 
sshance the visual grandeur of pano- 
amic long shots. 

This writer definitely agrees with 
ise motion-picture producers who ad- 
wate standardization of the 1.65/1 a.r. 
in the interests of pictorial framing. 
ut universal exclusive use of the 1.65/1 
atio for regular, non-anamorphic prints 
rives rise to technical problems of film 
vate due to overly thick framelines, 
weworked projector intermittents, heat- 
ig of the film by the arc lamp, and 
ihe number of frames per second needed 
provide smooth, flicker-free projec- 
tin at the highest light levels. As 
previously stated, the conventional 
1375/1 a.r. results in a waste, due to 
ameline thickness, of 159% of the total 
kagth of the film, while the 1.65/1 a.r. 
wastes fully 25%. 

The waste of film footage caused by 
lie unused frameline areas is reduced 
n GinemaScope projection by the com- 
jenatively large apertures. CinemaScope 
iamelines, being relatively thin, result 
a only 3.59% of unshown film length. 
The larger picture areas of Cinema- 
‘ope films increase image definition 
nd improve the focusing characteristics 
\iepth) of the projection lens. 

y employing an intermittent pull- 
in of 3, instead of the standard 4, 
ielorations per frame of film, the re- 
uting filmshift distance of 9/16 inch 
N55") is enough to accommodate 
oa a.r. projector aperture 
*6) x 0.500”) and permit’ the use 
" necessarily larger camera, or 
. aperture (proposed dimensions: 
“x 0.55”). These dimensions re-. 


reel of movie making technique, and 





sult in an unused film-length in the 
camera of only 1.25%, and in the pro- 
jector of only 6.25%. These figures 
compare favorably with the unused- 
length percentages in silent-film stand- 
ardization, namely, 3% in the camera, 
7.05% in the projector. 

Figure 1 is a side-by-side visual com- 
parison of standard non-anamorphic 
release print and the proposed “3-hole” 
release print intended to be shown in 
aspect ratios of 1.65/1 and greater. 
Note that the 1.65/1 (or 1.66/1) a.r. 
projector aperture now in use for 4-hole 
film is to be used for 3-hole film. The 
picture area is NOT reduced by reduc- 
ing the thickness of the framelines! 

A number of projection technologists 
have advocated the 3-hole frame shift for 
35mm film. There is nothing new in 
the proposal. It is worthy of serious 
consideration, however, first because of 
the necessity to restandardize the a.r. of 
normal-film projection, and secondly be- 
cause the 3-hole pulldown offers several 
distinct advantages in addition to utiliza- 
tion of practically all of the picture area 
of the film. 

There are 16 frames per foot on stand- 
ard 4-hole film. On 3-hole film there 
are 2114 frames per foot, or 64 frames 
per 3 feet. If the present 24 frames per- 
second rate of exposure is kept, 3-hole 
film will travel only 34 as fast as 4-hole 
film, with a running time per reel 114 
times that of present film. Instead of 
114 feet per second (90 feet per min- 
ute), the travel rate of 4-hole film, the 
24 frame/sec. 3-hole film will run at the 
rate of 114 feet per second, 6714 feet 
per minute). 

If, on the other hand, the linear 
running rate and showing time per reel 
is preserved in 3-hole film, the frame 
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rate will be increased from 24 to 32 
frames per second. ‘the more rapid 
frame rate will result in a field rate 
on the screen of 04 exposures per sec- 
ond when regular Z-culoit projector 
shutters are used, Projected pictures are 
virtually flickerless, regardless of light 
level, at 64 exposures per second. 

Yet another alternative exists, and 
one which is apt to be of greater interest 
to television engineers than to theatre- 
movie technologists. “If the frame rate 
of professional film is increased,” argue 
the TV people, “it should be changed 
to 30 frames per second, the exact sub- 
multiple of the American TV field rate 
of 60 interlaced scannings per second.” 

Let’s see how the 30 trame/sec. rate 
affects running time and film consump- 
tion in the case of 3-hole film. It will 
change the travel rate from the present 
114 ft./sec. (90 ft./min.) to 143 ft./sec. 
(843g feet./min.). Therefore, 30 
frame/sec. 3-hole film will run +8 as fast 
as 24 frame/sec. 4-hole film, and the 
running time per reel will be 1-1/15 
that of present film. 

The principal disadvantage of 3-hole 
film standardization is the non-inter- 
changeability with present-day 4-hole 
CinemaScope prints. The anamorphic 
process could be readily adapted to 3- 
hole film, however; and by utilizing the 
whole 0.825” x 0.500” projector aper- 
ture and an anamorphic expansion 
factor of 114, very high quality images 
in an aspect ratio of 2,475/1 would be 
obtained. (As an alternative, and with 
a slight sacrifice of picture quality and 
brightness, two 0.1-inch strips could be 
subtracted from the frame width for 3- 
channel stereophonic sound, leaving a 
projector aperture measuring 0.625” x 

(Continued on Page 496) 

















FIG. 2—Printing differences in 4-hole and 3-hole frame placement. Note that the same 
1.66/1 {or 1.65/1) aspect ratio wide-screen aperture is used with both kinds of pro- 
jection prints. Higher aspect ratios may, of course, be used with the 3-hole frame shift. 
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Directing The Inexperienced Cast 


The success of an amateur photoplay depends as much on capable act- 


ing as on the photography. 


Here’s how to get professional results 


when employing amateur players in your movies. 


NE OF THE greatest advantages the 

the professional director has over 
his amateur counterpart is his trained 
and well-paid cast. The amateur knows 
the results he wants; but if he tried to 
get them by keeping his heroine kneel- 
ing for hours on a stone floor like Dryer, 
or bullying his actors as mercilessly 4s 
von Stroheim, he would soon find him- 
self without a cast at all. 

His players are almost always friends, 
neighbors and relatives who have volun- 
teered their services, They're usually 
happy enough to act for the simple 
pleasure of seeing themselves on the 
screen. Most amateur directors tend te 
accept any standard of performance in 
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their delight at finding people prepared 
to take part—though there are a few 
who conceal their gratitude so _thor- 
oughly that they're apt to antagonize 
the cast before they even begin to shoot. 

How can a director avoid these dan- 
gers? Awkwardness, camera conscious- 
ness, the devasting smile or giggle at 
the wrong moment—these are the prob- 
lems which make every cine amateur at 
some time swear to take up another 
hobby. Luckily the mood passes; but 
the difficulties remain. 

The best time to explain to actors that 
the director has to be and is going to pe 
the boss is at the very beginning. Casting 
is nearly always a matter of listing ac- 
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quaintances physically suited for eas) 
role, and working through the list yn) 
someone agrees. This is not only th 
moment to relieve yourself of all yoy 
gratitude and thanks, but also to wan 
the person that he or she will be «. 
pected to act under orders. 

Insure, gently but firmly, that all you 
players understand that you're the per 
son with the final say if there should be 
any differences of opinion. Of coure 
once they've agreed to kow-tow, it’s w 
to you to prove that you know whi 
you're doing. Any dithering or uncer. 
tainty leads, as often as not, to that 
humiliating situation in which the dire. 
tor, dubious about a certain effect, ads 
an actor for his advice and is immed: 
ately met with, “How should | know’ 
You're the director!” This is hardy 
likely to result in amicable relationships 
among the unit, or a good film. 

At the same time, don’t let your cad 
feel that there’s no scope for their own 
brainwaves. Tell them at the outset tha 
you'll welcome their suggestions through. 
out the production. Even if they come 
up with hopelessly impracticable ideas 
that only show they don’t know a meer 
from a tripod, always thank them and 
explain why their schemes won't wot 

It’s astonishing how often an enthus 
iastic cast will offer really useful and 
original notions. One of my favorit 
shots in my first comedy was suggest? 
by a twelve-year-old Cockney kid. I was 
shooting scenes of a group of panic: 
stricken Boy Scouts fleeing from the 
path of a. speeding cyclist when thi 


ALTHOUGH Harry Ruffner and his wite, 
Lee, used all non-professionals in their 
prize-winning 16mm film, “In The Heart 
of a Man," they achieved a professional 
quality in the production through f 

right direction of their players. The 
Ruffners are members of the Westwood 
Camera Club, San Francisco, Calif. 
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, ; 
+1 “*Ere mister, wot abaht 
soungstet said, 


sitle bruver ? "E can't arf shin up a 
we at!” Surprisingly enough, his 

het though too young for the Scouts 
- could climb a lamp-post like a 
“oiey. I dressed him in uniform and 
oe at 8 £.p.s. as he went up, and 
na perfec climax for my sequence. 
yt however helpful your players are. 
are the ones who need assistance, 
sally if they’re facing the camera 
by the first time. A nervous director 
mukes a nervous cast. Aim at being con- 
nlly authoritative in your manner— 
wut never lapse into uncongeniality. 
“The script is always a problem when 
ng with amateur actors. Only you 


the 


dealt 


anes, whether you will get the best 


gript shot by shot (which often worries 
ie cast), by letting them see only a 
smopsis (which often strikes them as 
alter vague), or by merely telling them 
sadly what to do without explaining 
ww their part will fit in the finished 
woduction ( which invariably baffles 
hem completely ) . 





» decide, according to your circum- | 


wsilts by explaining the whole shooting | 





Personally I feel that the more im- | 


rant a role, the more important it is 


iat the actor should understand the | 
cript. | always go over the whole thing | 


vih the principal members of the cast, 


wt | don’t usually bother to describe | 
mre than the relevant sequences to 


ine taking the smallest parts. 

(ne weakness common to all inex- 
rienced actors is the almost irresistable 
sire to glance at the camera. Perhaps 
ley expect to be able to see the film 


wling past the other side of the lens. | 
The best cure is to show them the cam- | 
before you begin shooting, and to | 


sea broad explanation of it to anyone 


nieested. When you’ve finished, ask | 


lem if they've seen enough of the cam- | 


m. If they agree that they have, tell 
tem that it’s just as well, because 


lye not to look at it again under any | 


cumstances. Then explain why. 

You'll be surprised how effective such 
uwparently fatuous build-up proves. A 
‘night plea is all too quickly forgotten ; 
ula simple little demonstration like 

‘seems to stick in the memory. 
Alvays encourage your cast to under- 
ky rather than over-play. For one 
ling, you'll find few of them realize 
Wy close to the audience the camera 
‘ngs them, and thus tend to overact 
1 any case, For another it’s a fortunate 
“that an audience will “see” an ap- 
“mate expression on a face that’s 
“tually expressionless. (You may have 
*r] the true story of the director who 
“ecut identical C.U.s of a famous 
“or with shots of a bowl of soup, a 
“il and a coffin—and the critics raved 


rs the subtlety with which the actor | 


N) W ; 
wed hunger, tenderness and grief.) 
(Continued on Page 499) 





A “Do-it-yourself” Remote 
Control For Cine Cameras 


How a discarded doorbell magnet can be used to 
operate your camera from a distance for nature 
photography, stop-motion, or animation. 


| perry igrerscrieg of starting and stop- 
ping the camera by remote control is 
virtually essential to photographing wild- 
life, animated action or subjects in 
“stop-motion.” While there are a num- 
ber of devices now on the market for 
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this purpose that are readily adaptable 
to most of the popular cine cameras, the 
ingenious cinefilmer can easily rig up an 
effective electrical control in the “do-it- 
yourself” manner in vogue today. 
Such a device is shown in the accom- 
panying illustrations, and it may be 
used with a wide range of 8mm and 
16mm cameras. It operates on the order 
of a solenoid in that a charge of electric 
current passing through the winding of 
a magnet activates a lever that contacts 
the camera starting button on impulse. 
For the do-it-yourself builder, the 
essential item to start with is a small 
electric magnet which may be removed 
from a discarded doorbell. Where a 
more powerful magnet is required to 
actuate the camera starting button, the 
reader can build a magnet of the re- 


STARTING 
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quired size and power, following the 
details given here and illustrated in Fig. 
A. 

Two heavy washers 114” in diameter 
cut from cardboard are fitted on an iron 
bolt. The bolt should be wrapped with 
several turns of brown paper, then 
wound with enameled or cotton-covered 
wire of approximately 32 gauge. Before 
starting the winding, punch a small hole 
in one of the cardboard discs and insert 
end of the wire through it to form one 
of the electrical leads, Proceed to wind 
the wire around the iron-bolt core until 
it fills the spool to the edge of the 
cardboard discs. Through another hole 
pierced in the same cardboard disc, in- 
sert the end of the wire, which will serve 
as the second electrical connection for 
the magnet. 

Where a magnet from a doorbell is 
used, it may be powered by two or three 
standard dry cells, or from a conven- 
tional doorbell power transformer.Where 
the camera requires greater thrust of the 
remote control to actuate the release but- 


STARTING 














ton, then power from an automobile 
storage battery is recommended. 

After the magnet is mounted on a 
base or framework, as illustrated, the 
next step is to attach the lever that is 
activated by the magnetic impulse. This 
is a narrow strip of steel reinforced at 
point of contact with the magnet with a 
“button” or disc cut from the same 
metal. This strip should be hinged and 
swing free. The simplest manner for 
achieving this is simply to drill a hole 
in one end and drive a small nail 
through it to secure it to the base—but 
without driving the nail in altogether. 

Figs. B and C show application of the 
magnet in operating two types of camera 
starting buttons—the pull-down type and 

(Continued on Page 506) 
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Lighting For Mood In The Motion Picture |’ 
ighting icture 9 
dr 
ca 
Before you can begin to light your scenes, you must know e 
the mood of the story you are about to film. f 
to 
ou 
By SAL PIZZO- . 
th 
, lg 
EFORE BEGINNING this discussion on the benefit of expensive professional are intensely interested in low key, dr. fa 
B lighting, I wish to state that my equipment. matic illumination, and since we hay It 
wife, Nadine, and I work as a team, Let us consider for a moment the used it with some degree of succes ; MM th 
combining our individual experience in equipment necessary to produce good is. that type of mood lighting which | ch 
theater and painting in order to reach a__ lighting for our movies. In the profes- _ will discuss. th 
fuller understanding of the motion pic- sional studios one finds a multitude of Let us assume now that we are aboy 
ture medium. We do not consider our- different kinds of lights, stands, reflect- to film a scene in a tragedy, The sti: i an 
selves authorities on lighting, but rather ors, scrims, booms and dozens of other dressed. The actors are in their plas (i {a 
as serious students of lighting. What we items that few of us even knew existed. Every last detail in costume and make. si 
know we have learned the hard way— We shall not concern ourselves with the up has been checked. The script calls fr Han 
by trial and error. The lighting tech- fancy professional equipment, but con- @ two-shot in which one character speas va 
niques employed in the production of sider only the basic tools that may be a line that has such a terrifying chet Hie of 
our three films, “The Nativity.” “The found in the average amateur filmer’s upon the other that he shrinks away « MM th 
Fall Of The House Of Usher” and_ closet: a few photofloods, several photo- though suddenly confronted with a mm HH his 
“Elyra,” resulted from a great deal of spots and perhaps some medium beams. _ ster. fg 
experimentation—and a strong desire to Add to these a couple of light stands, 3 Suppose that you throw enough ge re 
create mood with light. or 4 clamps, plenty of cord and a few eral illumination on the set to endk HH dr 
Lighting, to us, does not mean the spare fuses, and you have the essential you to film the scene al, let us say, F4 4 
flooding of a set with sufficient illumina- tools. To these you may add as many and you shoot it that way. Your result he 
tion to enable one to shoot at a certain accesories as your budget will allow. will be very unsatisfactory. Oh, you wil va 
F/ stop. It means the kind of lighting Before you can begin to light a movie, have a picture all right. Granted tha de 
that will create atmosphere and add re- you must know the mood of the story your focus is razor sharp, your exposure ai is 
ality to a story. Unfortunately, the ama- you are about to film. The type of light- “right on the button,” and your ac re 
teur filmer has been duped by some ad- ing required for a comedy, for instance, ad 
vertisers into believing that two lights on would be entirely different than that for, it 
a camera bar is the answer to all his let us say, a psychological tragedy. The a 
lighting problems. Some books on ama- mood of your story will dictate the key ’ 
teur movie-making also strongly advo- of your lighting. Since my wife and | 
cate the use of flat or front illumination a 
for shooting color film. My wife and I 
dared to question these statements. We 
proved to our satisfaction that the ama- the 
teur can achieve interesting lighting in = 
his movies, and that he can do it without m 
star 
dus 
tn 
sun 
is 
mal 
f 
Dor 
moe 
mac 
tion 
enh 
eme 
FRAME ENLARGEMENTS of three scenes from author's 16mm \ 
color film “Elyra,”” which illustrate painstaking lighting tech- pict 
nique—unusval in amateur film productions, Photos at left upo 
and right are of author, who played part in “‘Elyra’’ to- son 


gether with his wife, Nadine, center. 
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satisfactory; yet the final result 
sbably evoke nothing but mild in- 
rest from your audience. Your scene 
, plenty of illumination, but lacks cre- 
re mood lighting. Your scene has 
rent pictures, but no soul. 


Now let us re-film this action, only 
ire his time with a thoughtful attempt at 


‘. illumination. First we must lo- 

a he visible sources of light on the 
wt, These consist of two candles on op- 
; ite sides of the room—one toward the 
hack, and one up front. Now we will try 
» simulate the candle light by placing 
wr light units in such a way that the 
juminated areas will appear to be 
weiving their light from the candles 

themselves. Objects close to the source of 

light will be brilliantly lit, while those 

key, dr Mf farther away will recede into shadow. 


highly 
vill pr 


> we haw ME It is advisable to have the actors walk 

succes, j MMP through the action while you study the 

z which | Mm changing light patterns that fall upon 
them. 

are about At this point we notice that when 

The st is ME an actor stands at the rear of the set, 

eir plas (MN facing the camera, he receives strong 


and make ME side light on his right side with result- 
ot calls for HE an’ bold shadows on his left. As he 
ter speds ME walks forward he will go out of range 
fing efit HM of the lighting on his right and step into 
$ aways ME the area of simulated candle light on 
ith a mo- MM his left. Thus, the light pattern on the 

figure has been completely and logically 
ough ger MM reversed, giving the scene heightened 
to enabe dramatic interest. 


say, F/4 But we are not finished yet. We no- 
uur resuls MH tied that when the actor’s right side 
, you wil Mi was well illuminated his left side was in 


nted tht i} deep shadow. Obviously, some fill light 
‘exposure MB is necessary. Further light manipulation 
our actor MH reveals that a lamp trained on his left 
ide from a high angle and slightly 
iehind him will not only render the 
dadow areas more transparent, but also 
ihtow some interesting highlights on his 
tir. This procedure is followed with 
wery section of the set until the desired 
sphere has been created. 
Before shooting the scene we have 
mother rehearsal of the action to get 
the over-all effect of the lighting. Now 
We notice with satisfaction that the 
movements of the actors are being con- 
dutly dramatized by the lighting. The 
y areas create just the air of mys- 
ly desired for this scene. The set as- 
‘umes the three-dimensional reality that 
88 important in maintaining dra- 
matic empathy. 

Although lighting plays such an im- 
Porlant part in creating the proper 
mod for your story, it must never be 
made to dominate the action. Its func- 
tion is to heighten the drama and to 


‘thance the scene both pictorially and 
motionally, 













When lighting for mood in a motion 
picture, we need not depend entirely 
tpon illumination from visible light 
“urces. Some very striking effects can 
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... Where we do 


some of our best work. 


* RCA Sound Recording 
¢ Editing 
* Processing 


* Printing, Color and 
Black-and-White 


* Magnetic Laminating 


CAPITAL 


FILM LABORATORIES, INC. 


19065 Fairview Ave., N. E. 
Washington 2, D.C. 
LAwrence 6-4634 
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be achieved with light coming through 
a window or an open doorway. These 
invisible sources afford a wonderful 
opportunity to experiment with colored 
gelatins. The light coming through the 
window can be changed from sunlight 
to moonlight merely by using a different 
gelatin in front of the lamp. 

Often the shadow patterns cast by un- 
seen objects can create an illusion of 
authenticity difficult to produce in any 
other way. The atmosphere of a prison 
cell, for example, can be achieved by 
projecting the shadow of the barred win- 
dow upon the bare wall behind the pris- 
oner. This can be done very simply by 
placing a small cardboard cut-out of 
the windows in front of the light, then 
directing the light to be desired area in 
your composition. 

Much has been written about the im- 
portance of the closeup in the motion 
picture. I will not add to that except 
to say that it presents a most challeng- 
ing opportunity to the cinematographer 
who wishes to experiment with lighting. 
As a rule, the lighting set-ups used to 
film the long shot will not be suitable 
for the closeup. Closeups require light- 
ing set-ups of their own. Here again we 
have found the colored gelatin an in- 
valuable accessory in heightening mood 
and characterization. Not only can we 
give a face more dramatic power by 
controlling the chiaroscuro patterns, but 
we can also alter the colors at will. Let 
me illustrate: 

At one point during the production of 
“Usher,” the script called for the ghostly 
figure of a woman to open a door and 
step into a candle-lit chamber. The light 
and dark patterns on her face were easy 
enough to achieve by placing a light 
almost at her feet, but screened from 
the camera by a wall. The strong 
shadows and sharp highlights from this 
low-angle lighting gave the girl a weird 
appearance; but not until a blue gelatin 
was placed in front of the light did we 
realize the ghostly effect that the scene 
demanded. 

These gelatins that play such an im- 
part in creative lighting for 
color cinematography are very easy to 
obtain. Colored cellophane is both inex- 
pensive and effective. It is easily han- 
when cut and mounted in card- 
board frames. 

The lighting in a 


motion picture 


should be as carefully planned as the 


shooting script itself. Unfortunately, it 
is the one department most often neg- 
lected by amateur movie-makers. When 
shooting outdoors, one may occasionally 
stumble upon an excellent “ready-made” 
mood shot. But indoors the filmer has 
to create the effect himself. That re- 
quires planning and hard work. Many 
times you may work for 45 minutes 
lighting a scene that may require only 
5 seconds to shoot. 


Aucust, 1956 





In lighting a scene, it is well to | 
in mind that the color film most of 
use does not have much latitude Man 
amateurs have had the experience , 
shooting a scene that looked just in 
to the naked eye, only to discover ie 
that in the processed film the ng 
were too dark or the light areas bens 
out. Our method is first to light a 
; . tiga Scene 
so that it looks right to the naked ev 
We then check it very carefully through 
a Spectra Color Contrast Viewing Chie 
This handy little tool looks yery much 
like a neutral density filter with a = 
handle. When viewing 

ewing a scene through 
this glass you will see it approximately 
as the film will record it. In other word 
if the dark side of a green chair looks 
black when viewed through the spectra 
it will undoubtedly come out black o 
your film. If you wish the green to regis 
ter on the film, the light on the dark sie 
of the chair must be increased until th 
green becomes visible through the 
spectra. If you don’t have a Spectra, yoy 
can attain much the same result }y 
studying your set through tightly 
squinted eyes. 

Lighting for the motion picture js 
often a laborious, and always a pains 
taking endeavor. It is also. an exacting 
and expressive art. The motion picture 
is more than a logical succession of pho 
tographed pictures in motion; it is an 
eloquent form of theater. Therefore, jl 
lumination for this medium is not only 
a functional device for defining pictures 
for the eye of the camera, but an in- 
dispensable creative element for evoking 
mood and heightening emotion in this 
essentially dramatic art. 





ANSCO’S NEW COLOR FILM 


(Continued from Page 483) 


we did not make any attempt to us 
CC filters. In most instances we were 
forced to crowd the film to its limits 
and to cope with a filter factor would 
not have been feasible because we 
would have defeated our objective 
gaining all the speed the film afforded. 
As we pointed out before, the color 
held up exceptionally well. 

Of course, shooting original is oe 
thing but the big question of what 
would happen in printing was still un- 
answered. The original footage was © 
ceptional, so—with some misgivings 
we sent it off for printing Suffice it t 
say the first answer print was more than 
satisfactory. 

In this day of tight budgets and the 
inevitable swing to color, it is our fee'- 
ing that Ansco has made a real contr! 
bution with its new high-speed color 
film. At this stage the versatility and 
latitude of the new Anscochrome W! 
more than negate any shortcomings 
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STARTING THE NEW 
ASSIGNMENT 


‘(Continued from Page 473) 


Here 18 @ col 
]omm color 


de adequate illumination for 





shot pretty well lined up on paper by 
the time we started back to Kanab in 
mid-afternoon. 

When we arrived back at the Lodge, 
ay assistant, Paul Cable, had arrived 


slong with the camera and grip equip- 


ment and the camera car. The rest of 
the company and crew was scheduled 
io leave Los Angeles by plane the fol- 
lowing morning, to be on hand at 9 A.M. 
ready to start the picture. 

In the meantime, other equipment 
was arriving from Hollywood, includ- 
ing a horse truck with six horses, a 
tage coach, and another truck loaded 
with props, reflectors, wardrobe and all 
the personal baggage which did not ac- 


company those who traveled by plane. | 


{mong the rolling stock, there was also 
a completely equipped dark room on 
wheels, 

The following morning at nine we 
had all our equipment on hand; the 
camera was loaded and ready to work, 
and we looked forward to our three- 
day schedule of shooting exteriors with 
n0 anxiety whatever until one delay 
after another prevented us from getting 
the first take on film until after lunch. 
This meant that our three-day schedule 
was now reduced to two-and-a-half days 
-and that we would have to cut cor- 
ners and make up for lost time. 

Our work at Kanab began right on 
Pase One of the script. Scene | was 
described as follows: 

“Exterior, Countryside. Day. Med. 
shot, horses’ legs. The camera sees 
only the legs of five horses that stand 
oma hill that overlooks the country- 
side. The camera tilts back abruptly 
and we see the five men that sit 
astride the animals. They appear to 
be watching something o. s. Lorenzo 
arcia_ sits on the center horse. 

Lorenzo suddenly wheels his horse 
about, his men following suit. They 
gallop down hill, the camera panning 
with them. Camera then pans the 
countryside. showing a road. and 

mnging into view a_ fast-moving 
stagecoach.” 

The site for this shot was one of the 
= difficult to locate because of the 
oe the unusual scope of 
a erage called for in a single, 

nuous take. The camera began by 


in addition to the existing | 


‘simplifies movie 
film inspection 


BIG SCREEN 


movie viewer only 549° 


Large 3%” by 4%” hooded screen and 75-watt projection lamp so 
that it can be used comfortably in lighted room. Stainless steel film 
guide cannot scratch film. Rotating optical prism shutter. Flat field 
projection lens and ground and polished condenser lens. Built-in frame 
marker, focusing and frame adjustments, left to right film travel. Auto- 
matic lamp switch. Dual cooling system means you can view a single 
frame for minutes without scorching film or emulsion. Readily port- 
able. Sturdy, rugged construction — will last many years. Just what 
you need for quick and easy viewing and film inspection. 8mm or 
16mm models. 


Time your movies to .001 Minute 


With a Craig Frame Counter on your Viewer or 
Projecto-Editor you can time filmed action to fractions 
of seconds, or time scenes, sequences or complete 
movies with complete accuracy. 

Exacting studies of the speed of motions and actions 
of all kinds in science, business and industry are routine 
with the Craig Frame Counter. Given a constant cam- 
era speed (whether 16 fps, 24 fps or special high-speed 
cameras) with 16mm film, the Frame Counter permits 
instant conversion of photographed action into time fractions. Just as simple 
is timing 16mm movies or parts of movies (to synchronize with voice, sound 
or action) where precise timing is essential. 

Craig Accessory Frame Counter . . . $37.50. Craig Projecto-Editor, complete 
with rewinds, splicer, viewer and cement . . . $79.50. Craig Formula #7 Cement, 
1 oz....40¢, 8 oz... . $2.60, 16 oz. ... $4. All available at better camera stores. 
Write Dept. 0000 for further information. Enclose 10¢ for copy of 50¢ book: 
Leo J. Heffernan’s “Editing for Better Movies.” 


THE KA Z A RT COMPANY, INC. 


PLAINVILLE, CONNECTICUT AC 8 


Producers of Precision Photographic Products since 1930: Speed Flash Synchronizers, 
Synchronized Rangefinders, KALART and CRAIG Movie Editing Equipment 
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CINE 16MM PRINTER 


For Sound or Silent Film 
TO MAKE COPIES OF YOUR MOVIES 
Makes perfect contact, steady pictures. The lights are 
seporotely controlled for sound and picture by rheo- 
stat with 10 light densities. 
Price: $125.00 (Sound and picture printer) 
95.00 (Silent picture printer) 
F.O.8. Detroit 


UHLER CINE MACHINE CO. 
15778 Wyoming Ave. Detroit 38, Mich. 
UNiversity 1-4663 ° (Cable) UHLCIMA. 


Automatic Daylight Processing 
: | DEVELOPING TANK 


* Processes up to 200 Ft. 

* 8mm-16mm-35mm 

* Movie—X-Ray—Microfilm 
*® Motor driven portable 

* Tough plastic tanks 

* Uniform Density Assured 
* 70mm tank also available 


FILM DRYER 

e Motor driven—Heated 

* Speedy drying 

* Automatic shrinkage allow- 
ance 

* Stainless steel ond 
aluminum construction 

* Easily assembled without 
tools 

* Compect, Portable 

Guaranteed. Write for Free Literature 

Dept. A 


Micro Record Corp. «7's» + 


con 























focusing on just the legs of the group 
of horses, then tilted up to show the 
riders astride the horses, then followed 
the riders as they galloped away down 
hill. The reason for such a lengthy 
continuous shot is that it was used both 
to introduce the story theme and to 
provide a backdrop for the main title, 
which was optically superimposed over 
the latter part of the scene —a tech- 
nique growing in popularity among 
Hollywood film producers. 

Because the story involved the holdup 
of a gold-laden stagecoach, a high per- 
centage of the story’s exteriors centered 
around this activity and were filmed in 
the Kanab region. As with the scene 
No. 1 described above, each scene and 
setup in the script was carefully de- 
tailed in advance with respect to pho- 
tography during our first and second 
days’ visit to the location area, By the 
time we were ready to bring our camera 
into play, | had developed a mental pic- 
ture of the action and photographic re- 
quirements of each scene as it related 
to the story as a whole. This is very 
important to the cameraman who de- 
sires something more in his cinematog- 
raphy than mere, mechanical photo. 
graphic recording, and the only way 
he can achieve it is to have an active 
part in the pre-production planning as 
I did with this picture. The two days 
that I spent scouting locations with 
director Bill Claxton led directly to a 
better photographic job and to getting 
scenes “in the can” within the sched- 
uled time. 

The studio phase of the production 
began on the following Monday. One 
major set had been erected. It was 
called a “relay station,” a structure 
common in remote regions of the West 
during stagecoach days, where the 
coaches stopped to afford relief to pas- 
sengers and where fresh horses were 


| acquired for the ensuing phase of the 


coach’s journey. Adjoining the “relay 
station” were several smaller buildings 
and backdropping the scene was a 
painted backing representing a moun- 
tain vista. We worked hard from Mon- 
day to Friday to wind up-our shooting 
here. then on the following Monday we 
traveled to the Gene Autrey ranch for 
more location exteriors. The sun failed 


to come out all day; 
productions never wait for : 
readily adjusted to the sie 
photographed the remaining ae 7 
the picture in the diffused but slay . 
light that prevailed, finally wing a 
the last take atS5PM. 8 
yee so much of our shooting va 
on location, I had no opportunity 
view the daily rushes, but | was, “ 
vided with light test strips which > 
you are in this business long ‘ie 
will give an adequate check on ve 
results you are getting. , 

And the photographic _resulis v 
achieved with the new Plus-X neni 
I think are terrific. Because of th 
film’s extremely fine grain, it ig idedh 
suited to production in CinemaSooy 
which involves super-enlargement of jh 
image on the screen. It ig likely thy 
this new film will lead to more aj 
more black-and-white productions being 
filmed in CinemaScope. 

An interesting sidelight to this budge 
production is the fact that ne sound 
was recorded during the shooting of 
location scenes in Kanab. Where dis 
logue was important, the necessary a. 
tion was shot in closeup on the sound 
stage back at the studio, and the scene 
intercut where required. Otherwise, a 
necessary sound effects compatible with 
the action staged on location was pos. 
recorded and dubbed-in in the find 
phases of completing the production, 


because hy 





““STAGECOACH TO FURY" 
(In black-and-white and CinemaScope) 
Produced by Rega! Films, Ine. 


Producer a 
Director .... siediieiiee William Claxton 
Prod. Mer. . vecceseeseeseeeee Lan MacDonald 
Ss Mack Wright 
Art Director a... Ernest Fegte 


Dir. of Photography..Walter Strenge, ASC 


Operator ..................... ee. Keith Smith 
Assistant Cameraman ............... Paul Cable 
Assistant Cameraman..........Jim Williamson 
Assistant Cameraman. ............ Harry Young 
Still Photographer ....................- Cliff Kling 
es -ossseseeee Fred Williams 
Gaffer snnintsitiiisiieascceaaaaa Bob Jones 
Property Master _— Jock Liebgold 


The Players 
Forrest Tucker 
Mari Blanchard 

Paul Fix 


Wallace Ford 

















OPTICAL EFFECTS 


35mm or 16mm 
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ESTABLISHED 1928 


PHONE OR WRITE FOR SPECIAL PHOTOGRAPHIC EFFECTS CHART & 
HOLLYWOOD 29, 





Aucust, 1956 


CALIF. 


MATTES © INSERTS © FADES # DISSOLVES © WIPES © SUPERIMPOSURE: 
SPECIALIZED TITLES 


RAY MERCER & CO. 


BLACK and WHITE 
or COLOR 


INFORMATION 
° NOrmandy 3-933! 
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CATION CAMERA CARRIERS 


(Continued from Page 477) 


itions through the facilities of the 
igom. However, there was still room 

i vement. 
a of the Jeep and the fork- 
if truck led indirectly to building the 
ft practical location camera trans- 
port nOW popularly known as the “Blue 
Goose.” Grip Howard Cooley, who 
orked mostly with Technicolor camera 
sews yeats ago, figured there must be 
n easier Way to handle the cumber- 
gme Technicolor camera on location 
ihan by the methods then in use. He de- 
cided to do something about it and set 
» work designing a carrier that would 
le powerful enough to move over the 
roughest of location terrain. It also had 
provide a substantial camera support 
iat could be elevated easily to afford 
, reasonable range of camera positions. 
The first “Blue Goose” was completed 
ind patented in 1950. Basic structure 
vs a Dodge four-wheel-drive truck 
vith a hydraulic lift mounted on the 
font with a platform for the camera. 
Since then, five such transports have 
heen built by Cooley. The latest model 
provides all the necessary equipment 
br limited production on location— 
amera and accessories, sound record- 
ing equipment, and grip equipme tt. 
The units are available to the various 
Hollywood studios on rental. The most 
aperienced operators are now doing 
limited running shots and semi-boom 
dots with the “Blue Goose.” 

Another grip, whose name is forgot- 
im, is responsible for dubbing the 
ithicle “Blue Goose.” It was a habit 
if his to sing on location and one song 
lad to do with a bluee goose. Observing 
(oley’s vehicle waddling up over a 
till one day, he mentioned that it moved 
"jist like a blue goose,” and the name 
las stuck ever since. 

As production equipment is develop- 
tiand its value proven in use, it has 
len the practice of the major studios 
it Hollywood to copy the idea and build 
lit own—usually with the consent of 
he “copyright owners.” Recently, War- 
tt Brothers’ studio built a carrier 
‘nilar to the “Blue Goose,” except 

it provides more storage space for 
‘sential location production equipment. 
vehicle itself is four-wheel drive and 

is the usual hydraulic lift with 
‘mera platform mounted on the front 
center photo, bottom page 476. ) 

of the things that carriers such 
Shee did for the production com- 
MUGS Was to eliminate the need for 
meling camera parallels on location. 
Eronomies have been effected in that 
"is now rarely necessary to ship the 
for parallels to location and 











SMOOTHER FILMS 


with the .. . 


MILLER “FLUID-ACTION” TRIPOD HEAD 


the world's finest 


¢ Fluid pan control 
Fluid tilt control 
® Quick camera lock 


Adjustable handle with 

R/H and L/H positions 

THE ONLY MAJOR CHANGE 
IN A TRIPOD HEAD 

IN 25 YEARS! 


The Millér ‘‘Fluid-Action"’ 
for use in conjunction with all types of 


Head is designed 


cine cameras and optical equipment where 
smooth, even panning and tilting movement 
is essential. This movement operates on a 
semi-hydraulic principle which is patented 


throughout the world, and should not be 





confused with any friction-type movement. 
The Miller ‘‘Fluid-Action’’ Head is suitable for many applications and when used in con- 
junction with cine cameras, permits the operator to pan and tilt the camera without that 
annoying “‘shake and judder’’ so common with friction-type heads, in a manner similar 
to the professional ‘Gyro’ but at a fraction of the cost. 





Note: A Miller office has recently been established in Hollywood for the conve- 
nience of our customers. Miller ‘‘Fluid-Action'’ Heads will be in stock within 
the next 30 days, however, because of international demands for Miller 
Heads, the supply will be limited. Early orders will receive preferred delivery. 











Dealer inquiries invited. 


MILLER PRECISION EQUIPMENT, INC. 


7305 Melrose Ave. Hollywood 46, California 





ANOTHER “*VISCOSITY DRAG'"' PRODUCT BY MILLER 





















EVERYTHING 








PHOTOGRAPHIC 


AND CINEMATIC 
FOR PROFESSIONAL AND AMATEUR 


The World's Largest Variety of Cameras and Projec- 
tors. Studio and Laboratory Equipment with Latest Im- 
provements as used in the Hollywood Studios. New 
and Used BARGAINS. Established 25 years. 


HOLLYWOOD CAMERA EXCHANGE 
1600 Cahuenga Boulevard 


HO 9-3651 @ Hollywood, Calif. @ Cable Hocamex 
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PRECISION RACK-OVER 


For all Bell & Howell 70 Cameras 
& Bolex “H" Cameras 


PRICE 







PHYSICAL 


ig 

Weight: 3, Ibs. 
approx. 

Cast tron 


Machined to .001 
tolerance 


Lock Pins 


Plunger 


FEATURES 


Film exactly what you see. 
A must for perfectly centered titles. 


objects are within the lens field. 


parallax adjustment. 


screw 


of field. 


sition on RACK-OVER. 


. A substantial camera base used to film from 


a table top. 


® May be used with all camera accessories 
place, such as: motor, 400-fft. magazine, etc. 


* Can be racked over and baked instantly. 


NOTE: Titler Accessory to mount on RACK-OVER 


available. $32.50. 


CINE PRODUCTS COMPANY 


Westlake, Ohio 


P.O. Box 135 


$32.50 


F.O.B. WESTLAKE 


DESCRIPTION 
Size 4,"x44/,"x2,” 
high 


Wrinkle Enamel finish 


Tool Steel Guide and 


Vilier Spring Locating 


Perfect for animation. Assures you all moving 


Film vitra close-ups not possible with camera 


Mounts on any tripod using '%,-20 mounting 
Cam locks in position to avoid accidental loss 


Camera can be hand cranked regardless of po- 
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CINEKAD 


Synchronous Motor Drive for 


16mm Projectors 


Especially designed to drive all Bell & Howell 
Ampro and Victor 16mm projectors at Syn- 


chronous speed and for TV studios. 


The synchronous motor drive can be instantly 
attached to projector and taken off at any 
time. No special technical knowledge re- 


quired for installation and mounting. 


The synchronous motor drive is complete with 
base-plate, Cannon plug for cable and power 


switch, and a set of reduction gears. 


Write for more details and prices 


Also available on special order. Synch. Motor 
Drive for all Simplex 35mm portable projectors. 


ONE YEAR GUARANTEE! 
Immediate Delivery 
CINEKAD 
ENGINEERING COMPANY 


763 Tenth Ave., New York, N.Y. 
Plaza 7-3511 


| film and raw-stock costs. (4) 
| useful film life. less wear on hard-work- 
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send a staf of carpenters and grips to 
assemble them. The hydraulic lift has 
replaced all this, except where the cam- 
era must be set up at very great heights. 

The latest studio to build its own 
camera and location truck is Uni- 
versal-International. Designed by Grip 
Department head Virgil] Summers, U-I’s 
transport is reportedly an improvement 
on the “Blue Goose” and the Warner 
Brothers’ carrier in that it employs hy- 
draulic stabilizers for the hydraulic lift 
supporting the camera platform, and 
provides specially designed compart- 
ments for essential grip equipment, 


| magnetic film recording apparatus, also 
_a hydraulic tail-gate that simplifies the 


task of loading into the vehicle the 
small gas-powered generator which is 
used to provide power for fill lights. 
Extending the range of usefulness of 
the carrier is the innovation of having 


| the hydraulic mast in a flexible mount 


so that it may be tilted forward or back- 
ward to provide a level platform for the 


| camera when the truck comes to rest 


on an incline, as in rocky, mountain- 
ous areas. 

Industrial film units have been quick 
to adopt the mobile production trans- 
port idea developed by the major 
studios, Film production in the avia- 


| tion industry today demands the same 


equipment and facilities that the Holly- 
wood studios have found important to 
speedy and economical film making. 
This led the Motion Picture Division 
of Douglas Aircraft Company, at Santa 
Monica, California, to design a mobile 
carrier adequate for its needs when 
shooting in the field. All the equipment 








necessary for full-scale film Product; 
by Douglas is transported to 7 
in a specially designed motor-van 
provides ready accessibility to on thy 
of production equipment, be jt- Hen 
parallel or dolly. Through skilll 
sign of the interior, accommodation 

. Ons 
have been provided for a tremendoys 
array of production equipment app. 
ing from @ camera dolly to some “4 
dozen incandescent set-lighting lamp. 
of assorted sizes. Unlike the units 
scribed earlier, the Douglas vehicle does 
not provide a hydraulic lift and camer 
platform. Instead, and because most of 
the shots made above tripod height ar 
at one level, a sturdy deck for the cap, 
eras is mounted on roof of the tru 
with a collapsible guard rail of inp 
running around it. 

In recent years the giant camer 
boom has come into use in shooting on 
rugged locations. Like the camera cs 
with hydraulic lifts, units such as th 
popular Chapman booms will travd 
anywhere an Army Jeep or four-whed. 
drive truck will go. They offer th 
added advantage of the long and flex. 
ible boom enabling the camera to be 
used at ground level or as high as thir 
feet. 

Twenty-five years ago, when a film 
company traveled to a distant outdoor 
location, lack of modern equipment 
such as is available today restricted a 
cameraman in the photographic tre 
ment he could give a picture. Today, 
anything is possible on location that ca 
be done with a camera on the soun 
stage—thanks to the versatile location 
camera carriers: 





3-PERFORATION FILM FRAME PROPOSED 


(Continued from Page 487) 


0.500”, which, with an anamorphic ex- 


_ pansion factor of 2, would result in a 
I 


2.5/ a.r. picture.) 

Retention of the 24-frame/sec, rate 
is favored for 3-hole film prints. The 
advantages of this standard rate are 
fivefold. (1) Studio camera apparatus 
need not be altered. (2) Old pictures 
may be reshown in theatres by merely 
reprinting the 4-hole picture negatives 
at 1.65/1 a.r. on 3-hole master positives 
and re-recording the 90 ft./min. sound 
masters at 6714 ft./min. (3) A 114 
increase in running time and saving of 
Larger 


ing projector intermittents, and less film 
noise in the projection room. (5) Film 


/ can be shown on TV by the present-day 


2-3-2 method of pulldown timing. 
The single disadvantage of 24 


| frame/sec. 3-hole film is the effect of 
_ the lower linear rate on sound reproduc- 
| tion. Unless the scanning beam of re- 
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cording apparatus be narrowed to 4 0 
its present width, the highest frequen 
recordable in optical sound will be 
duced from 12,000 cycles to 9,000 cycles 
This difficulty is easily overcome; ani 
as far as projector soundheads are cot 
cerned, it will be necessary only to re 
store the old 1-mil scanning-beam stané 
ard (specifically 0.9375 mil instead @ 
the present 1.25 mil). The lower film 
speed will compensate for the increas 
in ground noise due to emulsion grails 
A slight attenuation in the high-fre 
quency range, however, is not serie 
In fact, attenuation of the 1,000—10.000 
cycle range by the speaker system © 
always appreciable, and in most ci 
desirable even when the optical-trad 
soundheads reproduce frequencies © 
high as 10,000-12,000 cycles. Too hie 
a “top-cut” increases ground noise. 
Even 16mm sound film roe 
0.4 the speed of standard —, 
is quite capable of providing sits 
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, sound up to about 8,000 cycles 
ordinary levels of volume. 
\; for the more rapid frame rates 
cod for 3-hole film, their advan- 
as chiefly in the direction of 
ties pictures and less heating of 
7 eabien by the arc-lamp beam. In 
igct, 48 frames-per-second prints made 
tom 24 frame/sec. negatives might be 
very serviceable in drive-in theatres to 
event blistering of the emulsion. 

The changes needed in 35mm projec- 
‘ion equipment for running 3-hole film 
wre not extensive. Old-style projectors 
an “get by” with nothing more than a 
abstitution of 12-tooth sprockets for the 
eaular 16-tooth sprockets (with corre- 
gonding readjustment of the pad rollers 
und gate-door intermittent-sprocket 
doe); but this simple method should 
wt be considered as a permanent .ex- 

int. Film-wrap around 12-tooth 
grockets is not entirely satisfactory. 

The ideal conversion of a projector to 
‘hole film involves the substitution of a 
suitably geared intermittent movement 
employing an 18-tooth sprocket (six 3- 
ole frames per revolution) and reduc- 
tion of a motor-soundhead drive gearing 
io % of the present standard RPM to 
alow use of present sprockets in mech- 
anism and soundhead. The problem is a 
simple one from the point of view of the 
mechanical engineer. END 


tor 








PROFESSIONAL 
LIST $80.00 








Pictro-scoPFE* 


NEW TRIPLE-PURPOSE ANAMORPHIC LENS 





SUPER-PRO 
LIST $100.00 


PICTO-SCOPE anamorphic lenses will work on any 16mm or 
35mm motion picture camera, on 16mm projectors and 35mm 
slide projectors. Excellent for color or black-and-white pho- 
tography. PICTO-SCOPE is compatible with CinemaScope. 
Write for full information. 


*Trade-mark. 


THE PICTORIAL CO. 


2910 Broad Street 


° New Castle, Indiana 











with NEW 


film viewer 
for 16mm film 


Every film editor will appreciate a 


viewer that enables him to view 


brilliantly illuminated screen. 


The PROFESSIONAL FILM VIEWER 
makes film editing a breeze. Easy 


threading, portable, will not 


your rewinders and speed up your 





Film Editing Made Easy 


his film from left to right—on a large, 


Price—$350 
Counter additional $100 


Scratch film. Put this viewer between 


editing. Size of Viewing Screen 6x 4”. 
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LAB-TV 


Professional 
16MM BLACK & WHITE 


REVERSAL 
PROCESSING 






Processing on 
hourly schedule for 
relel ate MA APS Colilirmelale) 

Producers 


FASTAX SPECIALISTS 










Write for Circular 


LAB TV 


247 West 46th St. 
New York 36, N.Y. 










MILLER Fluid Action HEAD 
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—Semi Hydraulic—Excellent for: 
B&H, Bolex, Arriflex, Cine-Special 


Model “C” & PRO-16 Tripod...... $193.40 
Sturdy fiber carrying case 18.50 
* Custom top available for Cine-Speciocl 
* Adapter plate for Pro-Junior Tripod 
* Servicing and repairs 
* Modernization of early models 
TERMS: Order C.O.D. or send $$ and we 
ship prepaid. 
U. D. PHOTO ENGINEERING 
Box 25761, les Angeles 25, Calif. 
Phone GRanite 7-4570 
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PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page 469) 


@ Joun Macsurniz, ASC, “The Jane Wyman 
Show.” TV. Don Weis, director: “Soldier of 
Fortune,” TV, Revue Prods., Richard Irving, 
director. 


@ Reccre Lanninc, “G.E. Theatre.” TV, 
Revue Prods. James Nilsen, director: “Alfred 
Hitchcock Presents,” TV. James Nilsen, di- 
rector. 

@ WittiaAM Sicxner, ASC, “Studio 57,” TV. 
John Brahm, director. 

TV. 


@ Hers Kirkpatrick, “GE Theatre,” 


Hershel Daugherty, director. 


@ Joun Russett, ASC, Gulf Oil Commercial, 
TV. Bud Springsteen, director. 


HAL ROACH STUDIOS 


@ Jack Mackenzie, ASC, “Code 3,” TV. Va- 
rious directors. 


@ Epwarp Firzceratp, ASC. “The Charlie 
Farrell Show.” TV, with Charles Farrell. 
Ralph Murphy, director. 

@ Paut Ivano, “Stories of John Nesbitt,” 


TV. with John Nesbitt. Various directors. 
@ Loturop Wortn., ASC, “The Gale Storm 


Show.” TV. with Gale Storm and ZaSu Pitts. 
Various directors. 


RKO 


@ Josepu Brroc, ASC, “Run of the Arrow,” 
(Eastman Color; Wide screen) (shooting at 


St. George, Utah) with Rod Steiger and 
Sarita Montiel. Samuel Fuller, producer- 
director. 


@ Wittram Swyper, ASC, “Bundle of Joy,” 
(Eastman color; wide-screen) with Eddie 
Fisher and Debbie Reynolds. Norman Tau- 


rog, director. 


@ Wituiram Sxatt, ASC, “The Day They 
Gave Babies Away,” (Eastman Color: Wide- 
screen) with Glynis Johns and Cameron 
Mitchell. Allen Reisner, director. 


@ Rosert Prancx, ASC, “The Young Stran- 
ger,” with James MacArthur and Kim Hunter. 
John Frankenheimer, director. 


@ Lucien Battarp, ASC, “I Married a 
Woman,” with George Gobel and Diana Dors. 
Hal Kanter, director. 


@ Moe Harrzpeanp, “Brave Tomorrow,” Gala- 


had Prod., shooting in N.Y., with John Beal 
and Augusta Dabney. John Newland, director. 


RKO PATHE 


@® Georce Disxant, ASC, “Hey Jeannie,” 
Jeannie Prods., with Jeannie Carson and Allen 


Jenkins. Les Goodwin, director: Zane Grey 
Theatre, Four Star Prods. TV. Various di- 
rectors, 


20TH CENTURY FOX 


@ Leo Tover, ASC, “Between Heaven and 
Hell,” (Technicolor; CinemaScope) with 
Robert Wagner and Terry Moore. Richard 
Fleischer, director. 
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@ Joe MacDonatp, ASC, “T, 
(DeLuxe Color-CinemaScope) with Rebel: 
Rogers and Michael Rennie. Edmund 


ing, director. 


@ Jack Htrpyarp, 
color; CinemaScope) 
with Ingrid Bergman 
Anatole Litvak, director. 


“Anastasia,” { 


(shooting jn 
and Yy} ral 


UNIVERSAL - INTERNATIONAL 


@ Cuirrorp Stine, ASC, “The Jy 
Shrinking Man,” with Grant Williams a4 
Randy Stuart. Jack Arnold, director, 


@ Russet Merry, ASC, “Mister Cory” yij 
Tony Curtis and Martha Hyer, Blake Edwards 


director. 


@ Wittiam~==—~dDaniets, ~=ASC, “Tnterpa 
(CinemaScope - Technicolor) (shestng 
Munich) with John Allyson and ee 
Brazzi. Douglas Kirk, director, 


@ Maury Gertsman, ASC, DuPont comme 
cial, TV. Wil Cowan, director; Layg Soap 
Commercial, TV. Jack Daniels, director, “Ty 
World and Little Willie,” (Technicolor) yi, 
Maureen O'Hara and John Forsythe. Jem 
Hopper, director. 


@ Cart Guturiz, ASC, “Quantez,” Techgi. 
color and CinemaScope, with Fred MacMiy:. 
ray and Dorothy Malone. Harry Keller, dire. 
tor. 


@ Irvinc Grassperc, ASC, “Joe Butterfly’ 
CinemaScope and Technicolor, with Ande 
Murphy and George Nader. Jesse Hibbs, & 


rector. 


@ Russert Merry, ASC, “The Eyes of Bathe 
Tomasino,” CinemaScope, with Tony Gutk 
Marisa Pavan and Gilbert Roland. Joseph 


Pevney, director. 


@ Georce Ropsirnson, ASC, “Crazy Love,” 
with Sal Mineo and Luanna Patten. Richard 
Bartlett, director. 


@ Exuis Carter, ASC, “The Deadly Mantis, 
with Craig Stevens and Alix Talton. Natho 
Juran, director. 


@ CHartes Wetsorn, Prell commercial, TV; 
Ford commercial; RCA commercial, TV. Jack 
Daniels, director. 


@ Artuur Fernper, ASC, De-Soto TV com 
mercial. Will Cowan, director. 


@ Water Srrence, ASC, Marlboro TV com 
mercial. Jack Daniels, director. 


WARNER BROS. 


@ Rosert Burxs, ASC, “The Wrong Ma, 
(Alfred Hitchcock Prod., shooting in New 
York City) with Henry Fonda and Yen 
Miles. Alfred Hitchcock, director. 


© Fioyp Crossy, ASC, “The Old Man aé 
the Sea.” (WarnerColor; wide-screen) (shot 
ing in Cuba) with Spencer Tracy. 
Zimmermann, director. 


@ Joun Seitz, ASC, “Buffalo Grass,” 
nerColor) with Alan Ladd and Virginia ™#* 
Gordon Douglas, director. 


@ Harotp Stine, ASC, “Shock Wave,” War 
ner Bros. Presents, TV, with Scott Brot 
James Kein, director; “Cheyenne, Warne 
Bros. Presents, TV, with Clint Walker. Walter 
Doniger, director. 

@ Harotp Rosson, ASC, “Conflict,” Warner 
Bros. Presents, TV, with Harry Seymout 
Frederick De Cordova, director. 
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look OPTICAL-MAGNETIC 
Model 800, 16mm, 35mm and 
for Y%,” tape. NET PRICE, $259.50 


this 
trademark 


FEATURES—Simple 
with needle 


Nl $ 
Fem 
oi" 


DIRECTING THE CAST 
(Continued from Page 489) 


There are sometimes occasions when 


jwcan profitably follow the example of | 


huovkin, who used to “cheat” his 
dts with his non-professional casts. 


h Storm Over Asia he wanted a crowd | 


»gasp in amazement at a rare fur. So 


e shot them watching a conjuror and | 


wt just the result he needed. He de- 


snbes several examples of this practice | 
his famous books, “Film Acting” and | 


Film Technique.” 


l'snot often, though, that we can let | 


li hreworks under the nose of a player 


‘we want to look startled, Usually | 


‘sa matter of demonstration, coaxing 


threading; 
bearings (surface 
film rollers machined to conform with SMPTE standards, 


equipped with oil-less bearings; precision ground shafts; 


} 
mM encouragement. I have seen an ama- | 


tur director of sixteen get first-class 


klormances out of a cast twice his age | 


yengendering their respect and whole- 
tarted co-operation. 


| 
| 


{ ; , 
on location with a bunch of raw | 


“rs, a half-prepared synopsis and an 
res mind and you’re doomed. But 
f ce ° 

miront the same cast with a firm shoot- 


RE ser} . 
whe « and a determined approach, 


ormances, 


No 


tyou'll get firm and determined per- | 


| 


| 
| 


stabilizer 
damage 


polished 
cannot 


PRECISION’ SOUND READERS 


yur guarantee of the finest in sound editing equipment 


OPTICAL 


Model 600, 16mm and 35mm. 
NET PRICE, $185.00 


dimensions: 6”x6”x7 vp) 





MAGNETIC 


Model 700, 16mm, 17'12mm, 


35mm and ¥%” tape. NET PRICE, $198.00 


” AMPLIFIERS: 117-volt, 60-cycle, 


AC; 4-watt power output; heavy-duty Alnico V-speaker; 
safety fused; prefocused socket; pilot light; 6-ft. heavy- 


duty cord. 


All Prices F.O.B. Factory, Brooklyn, N. Y. 


1139 UTICA AVENUE 


Designers and Manufacturers of Equipment for the Motion Picture and Television Industries 


ud 4 1 Oj bj Le], ae By .V-je].7.yge). ii 4— 





BROOKLYN 3, N. Y 





COMPLETE MOTION PICTURE EQUIPMENT 


RENTALS 


FROM ONE source 





CAMERAS 
MITCHELL 


16mm 

35mm Standard 

35mm Hi-Speed 

35mm NC « 35mm BNC 


BELL & HOWELL 
Standard « Eyemo ° Filmo 
ARRIFLEX 

lémm «¢ 35mm 

WALL 

35mm single system 
ECLAIR CAMERETTE 
35mm « 16/35mm 
Combination 
AURICONS 

all models single system 
Cine Kodak Special 
Maurer « Bolex 

Blimps « Tripods 
DOLLIES 

Fearless Panoram 
Cinemobile (CRAB) 
Platform « Western 

3 Wheel Portable 
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LL 


LIGHTING 


Mole Richardson 
Bardwell McAlister 
Colortran 

Century 

Cable 

Spider Boxes 

Bull Switches 
Strong ARC-Trouper 


10 Amps 110V AC 5000W- 


2000W-750W 
CECO Cone Lites 
(shadowless lite) 
Gator Clip Lites 
Barn Doors 
Diffusers 
Dimmers 
Reflectors 





EDITING 


Moviolas « Rewinders 
Tables «+ Splicers 
Viewers (CECO) 


GRIP EQUIPMENT 
Parallels * Ladders 

2 Steps « Apple Boxes 
Scrims « Flags 

Gobo Stands 

Complete grip equipment 
SOUND EQUIPMENT 
Magnasync-magnetic film 
Reeves Magicorder 

Mole Richardson Booms and 
Perambulators 


Portable Mike Booms 
Portable Power Supplies to 
operate camera and recorder 





WE SHIP VIA AIR, RAIL OR TRUCK 


Gamera CQuirment ©. 


Dept. A- 8-19 





315 W. 43rd St., New York, N. Y. 
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ROVING TV CAMERAMAN 


(Continued from Page 484) 


on a large sled; 


transport supplies to its transmitter per- 
sonnel atop Mt. Washington. With my 
portable 35mm camera loaded 
ready to shoot, I sat at the rear of the 


cent. 
The sky was clear and the bright sun 
cast interesting shadow patterns on the 
_ sparkling snow as we traveled up toward 
| timberline. At each turn in 


GEO. W. COLBURN LABORATORY INC. 


164 NORTH WACKER ORIVE*CHICAGO 6 


in which we had the 
night. 

| most of the 

| line and also as 

| a clearing. 

| As we approached the half-way mark 
—about five miles 
barkation—we saw heavy 

| gathering and floating 


spent previous 


TELEPHONE STATE 27316 


8 and 16mm 
SERVICES 


journey through 





grey 
toward 








us. 





in the 
shooting. Visibility had been reduced to 
| ten feet. Captain Hancock, who had 
joined us at the Air Force headquar- 





NOW! 


FOR THE FIRST TIME 


SPECIAL PURCHASE 
and BRAND NEW 
the HOLMES 35 um. 

PORTABLE 


Sound on Film 
Equipment 


in the making and probably would be 
upon us before we reached the summit. 

Occasionally the clouds would thin 
out and the sun would come through 
momentarily to reveal the barren ter- 
rain around us, 
boulders coated 
crystal clear ice. 

The Snow-Cat now traveled at a sharp 
angle as it moved along at snail’s pace, 





with a thin layer 






















HERE’S THE 
AMAZING DEAL: 


tor treads into the crust 
concealing 
sound that 
ing when the Snow-Cat’s 
reared up suddenly and 
treads began slipping on the hard 
_ packed ice. The heavily loaded sled had 
jacknifed and become wedged against 
a boulder, but at an angle that prom- 
ised it would momentarily go over the 
mountainside. I jumped off and immedi- 


ately put my camera into action, 





bitting icy 


Heevy 
with baffle end 75 feet cable (Reconed and refinished), quer front 


enteed seme a: new). 


*STAR CINEMA SUPPLY CO. 


621 West 55th Street, New York 19, N.Y. 


SPECIAL OFFER TO 


Aynion-Po Cun 


$.0.S. will accept your old camera or surplus 
equipment as a trade-in for the “All New 
Auricon Pro-600". Time Payments, too! 
>For other S.0.S. Offers see page 468 | Using the vehicle's 


$.0.S. CINEMA SUPPLY CORP. | called the summit personnel for assist- 


| 

| 
Dept. F, 602 W. 52nd St., N.Y.C. 19—Plaza 7-0440 | - 
Western Br.: 6331 Hollywood Bivd., Hollywood, Calif. | ance. 


| catastrophe should another shift of the 
| sled send it on its way. 


| remained at the Snow-Cat’s controls. 
two-way radio, 
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he | 


other equipment and gear, was loaded | 
this was drawn by a | 
tractor-like vehicle known as a Snow- | 
Cat, which the television station uses to | 


and | 


| sled and made a film record of our as- | 


the road, | 
| we could look down upon the picture | 
| post-card scene where nestled the Chalet | 


I kept my camera busy during | 
timber- | 
we emerged through 


from point of em- | 
clouds | 
In | 
a matter of moments we were enveloped | 
clouds and I had to discontinue | 


ters below, said the sudden appearance | 
of the clouds indicated a blizzard was 


with its odd-shaped | 
of 


| as though groping for the unseen road. | 
The continued swaying reminded me of ! 
an ocean liner being buffeted by a ty- | 
phoon. The crunching sound of the trac- | 


the road was a reassuring | 
ended almost without warn- | 


end | 
the tractor’s | 


shoot- | 


With commendable calm, our driver | 


| 
| 
| 
| 
| 


Another Snow-Cat was soon on the | 





Now! A 400ft. Mag, 
For Your BOLEX 


ga ~ 


with 
Synchronous 
Motor 
and Base 


Includes 
Installation 
and 
Case 




































Permits continuous 400 ft. run of lémm 
the 200 ft. daylight loading Spool 
in the 400 ft. magazine. The 100 & ry 
be used in the camera without ae 
ternal magazine. Fully guaranteed, Con YOy 
shoot a continuous wrestling match, Prizefight » 
football game? If not write for complete in. 
formation or see your Bolex dealer. 


6mm fin. 
may be vied 


Ask about our Rack-Over 
Camera Base and 
Synchronous Motor, 








TOLEDO CINE ENGINEERING 
1309 Milburn Ave. Tolede 6, Oks 


——__ 





Automatic dissolve attachments for C 
Special and Bolex H-16 and 8 (Equippe 
with Pellegrini Shutter 
JOSEPH YOLO, 1037 N. 
Phone GL. 7103 Hollywood 





PROCESSING 


Reversal specialists for over a decade. 
Our long experience insures superior 
Electronically controlled machines keep ten 
perature constant within .2 of one 
National "Brilliantone™ Cine prints are the fet 
available. Write for free catalogue. 


8 & W DUPLICATING 


CONTACT PRINTING 
WORK PRINTS KODACHROME DUPLICATING 


ENGE NUMBERING VACUUMATING 
All work vaporated at no extre charge 


NATIONAL CINE LAB 


Box 4425 Washington 17, 0. C. 


"2" oe * iis 


| 


epbe Fi y TERS 
\i ag _ irtink 


Produce moonlight and igh 
in daytime + fog scenes* 
and many other effects. 

Information mailed on request, 


SCHEIBE FILTERS COMPANT 
ORIGINATORS OF OF EFFECT FILTERS tall 
P.0. Box 46834, Hollywood, 
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and set about righting our sled so 
sild get on our Way again. All the 
of course, I was making a record 
ivity on film. 
opal clouds were now gath- 
, at an accelerated pace and the 
ene had increased; each take now had 
a shot faster and with less footage, 
a sun’s momentary appearance be- 
“ne shorter and shorter. 
The rescue crew, working feverishly, 
gon had our sled righted and our Snow- 
(at back on the road. We proceeded on 
yard the summit in the “Cat,” leav- 
i the sled behind to be towed by our 
“"ileived at the summit of Mt. 
Fashington in the twilight and it 
vemed that we were in another world, 
grotesque did the snow and ice-cov- 
«td buildings appear. The wind was 
ww blasting away at around fifty miles 
hour. As we stepped out of the 
Sow-Cat, the driving snow struck our 
7 tees like so many needles. What little 
| was able to see reminded me of scenes 
{ Admiral Byrd’s expedition to the 




















































nembers of the engineering crew of 
ie TV transmitter, who led us through 
itunnel of ice to the building entrance. 
by contrast with the frigid exterior, 


docked with provisions that would en- 
ile the staff to live through the worst 


ompleted’ one summer during a sixty- 
hy period when snow storms and winds 
ase to he a problem. 

My camera and sound equipment did 
wt arrived until late that night. All the 


nd care had to be taken that no mois- 
we formed on the lenses or otherwise 
damage the camera and its accessories. 
Once we were safely inside the TV 
ation headquarters, the wind velocity 
nreased to 90 miles an hour, making 
tierior photography out of the ques- 
im, The following two days, therefore, 
vere spent shooting interiors. As the 
vind dropped to an endurable velocity 
{miles per hour, I ventured outside 
ih my hand camera. Earlier I had 
made shots of a group of men leaving 
le mess hall and fighting against the 
vad as they returned to the main build- 


mow of an adjoining building. I 
irided that closeups of these men brav- 


mumed to the mess hall for their noon- 
tty meal, 

As I stepped across the threshold and 
. vad the door shut against the terrific 
ait. ™, | found that I could not keep my 
‘ian upright position, but had to 







Polar regions. First to greet us were | 


he interior was a virtual palace, well | 


ag the storm would enhance the dra- | 
mile impact of this sequence, so | 

my Arctic clothing and went | 
take a look, with the idea of | 
pming these scenes when the men | 








i blizzards. The installation had been | 


suipment cases were covered with ice | 


tg—with my camera set up behind the | 


















MODEL R-15 
REVERSAL FILM 
PROCESSOR 






















Develops reversal film at 1200 ft. 
per hr. e Negative-positive film at 1200 ft. per hr. 


* EXCLUSIVE OVERDRIVE eliminates film breakage, automatically com- 
pensates for elongation; tank footage stays constant * EASY 10 
OPERATE, needs no attention * VARIABLE SPEED DRIVE development 
times from 1% to 12 minutes * COMPLETE DAYLIGHT OPERATION 
on all emulsions, no darkroom needed * FEED-IN ELEVATOR & 1200- 
FT. MAGAZINE permits uninterrupted processing cycles * STAINLESS 
STEEL tanks, air squeegee, recirculation fittings, air agitation tube, 
lower roller guards * FORCED WARM AIR DRYBOX, uses no heating lamps. 


@ Double Capacity Spray Wash @ Self-Contained Plumbing 
@ Uniform Tank Sizes @ Filtered Air Supply 
®@ Cantilever Construction 
@ Size: 76” x 50” x 24” 

® Ball Bearing Gearbox 
@ Weight: Approx. 475 Ibs. 


Other models available, Write for literature. 















FRANK C 


( AmeRA CQuipment (. 


315 West 43rd Street, New York 36, N. Y. 
1 A-8-24 


JUdson 6-1420 


TUCKER 























































EVERYTHING FOR 
EASTERN PRODUCTION 





- LIGHTING - 
GRIP EQUIPMENT 
PROPS - GENERATORS 
DOLLIES - MICROPHONE BOOMS 


(Catalogs Upon Request) 


333 WEST 52nd ST. N.Y. 19, N.Y. Cl 6-5470 
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PROFESSIONAL 
PROCESSORS 


with the famous 
Micro-Tension Drive 


Large capacity one-man 
machines that show a profit. 


Flexible 

Reliable 

Reasonably priced 
Built by a laboratory man for the lab- 
oratory man. We have specialized in 
processing machines for over 8 years. 
Every machine we have ever built is 
still in daily operation. 


We also RENT processing machines 
Write for information. 


METAL MASTERS 
5599 University Ave. 
San Diego 5, California 











UHLER 


35-l6mm. Optical Reduction 
and Enlarging Printer 


Uhler 35-16mm Optical Reduction & En- 
larging Printer. Reduces 35 to 16mm and 
enlarges 16 to 35mm in color or black and 
white film. The registration is the step print- 
ing method with color corrected optical sys- 
tem. The mechanism is precision engineered. 
Semi-auomatic dual light controls. 1200 ft. 
capacity. 

The machines are tested and guaranteed. 
They are built for long and lasting opera- 
tion. Further specifications on request. 

We will be pleased to forward circulars on 
other types of printers also. 


UHLER CINE MACHINE CO. 


15778 Wyoming Ave., Detroit 38, Mich. 
Phone: University 1-4663. Cable: *‘UHLCIMA"’ 
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lean forward against the wind with 
great effort. It was almost impossible to 
walk; so getting on my knees and crawl- 
ing I was able to get about and size 


| up the location for my camera setups. 


I also had to figure a way to use my 
camera in the raging storm. The snow 
seemed to be coming from all directions. 
I knew that if I took my hand camera 


| out in such weather that within seconds | 


the lenses would become coated with 
snow. 

Here is where the Snow-Cat again 
came to my rescue. | summoned the 


driver and the two of us made our way | 


to the “Cat.” Inside the cab, we rigged 
up a length of hose from the heater and 
directed a stream of warm air on the 


| windshield. In this way I was able to | 
| shoot from within the cab; there was | 
the added advantage that I could read- | 


ily be moved from one planned camera 
setup to another without the need of 
crawling through the snow on my hands 
and knees. This phase of my filming was 
the easiest of all. 


Two days later the storm cleared and | 


we started down the mountain. But bad 
luck dogged us and half way down a 
snow avalanche let loose and blocked 
the road. There was the usual radio call 
to the TV station on the summit and the 
other Snow-Cat was soon on the scene 
to aid in clearing the road. 


All in all, it was fun; it was work; | 
and it was dangerous. But it was little | 
different from the exciting experiences | 


that are so often encountered by the 
field cinematographer. We get used to 
such things. And I guess that’s what 
makes the job so appealing. 





HOW FALLS ARE STAGED 


(Continued from Page 480) 


to plunge from top of rock. 
The next shot of the sequence was 


staged on the studio back lot, using a | 


“prop” rock designed to match as near 
as possible the contour and coloring of 
the real rock in the mountain location. 
Here the camera—a_three-dimension 
outfit—is set up in reverse position to 
give more dramatic emphasis to the fall 
by showing the gunman disappearing 


over the top of rock. The gunman as- | 
sumes the same position he held on rock | 


on location, as he started his fall, then 


on signal actually rolls from top of | 
“prop” rock and on to heavy protective | 
padding on ground only a few feet be- | 


low. 

The concluding shot of the sequence 
was filmed at the same location as the 
scenes shown in first three photos, but 
with the camera far down the mountain 
and shooting up toward top of cliff. A 
dummy, doubling for the actor is sent 
hurtling off top of cliff to base below. 


* Aucust, 1956 





Ideal for TV, 

newsreel, industrial and 

educational films. Does complete 
reversal processing job, from camera to 
projector, in 25 minutes including 
developing, reversing, bleaching, fixing, 
washing, drying, footage count. 


A complete negative, positive, and tr. 
versal machine, Regular price $5575.44, 


sataeie SPECIAL - $995 


Fully Reconditioned, Guaranteed, $1495 


Houston 16mm 
ad olor ttl ale| 
ihe Led alial ss 





gordon a 


5362 NORTH CAHUENGA BOULEVARD 
NORTH HOLLYWOOD, CALIFORNIA 
TELETYPE: WUX, NORTH HOLLYWOOD 














PELLEGRINI 


VARIABLE SHUTTER UNITS 
FOR THE BOLEX H-8 
AND H-16 


The real an- 
swer to com- 
plete FADES 
and LAP DIS- 
SOVLES. Faster shutter speeds 
and many other advantages. 
Prices for all camera models 
H-8 or H-16 within U. S. 
$99.60. Tox extra. One year 
guarantee and camera trans- 
portation back included. Send 
for free informative booklet. 
Prices subject to change 
without notice. 
TULLIO PELLEGRINI 
1545 Lombard St. 
San Francisco 23, Colifornia 
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«fel jntercutting of the various 
sl the film editor made the illu- 
“9 most realistic. But it was the cine- 
. her’s understanding of camera 
ast his use of the right lenses, and 
S ability to visualize the completed 
: as a whole—in short, giving 
he fim editor the right material to 
wrk with—that made this realistic se- 


EE 





REFLECTORS 


(Continued from Page 474) 


js several of the accompanying 
bot0s show, studio reflectors are usually 
sunted in a U-shaped yoke on a metal 
and, and are so attached they may be 
sited or rotated completely to bring the 

ite side of the reflector into use. 
any of the studios have coated both 
sdes of their reflectors—one hard and 
te other medium or soft—thus provid- 
ing two reflectors in one and reducing 
je number reflectors that must be trans- 
to locations. 

for obvious reasons reflectors are in- 
ariably set up in back or to one side 
ifthe camera to throw light into the 
wne from the direction most advan- 
uous for photography. They are used 
it the extreme side of the camera in 
nedium shots and closeups whenever it 
homes necessary to lighten up the 
dadow side of faces. The fill light thus 
wpplied never equals in intensity the 
anlight falling on the opposite side of 
jayer. This would create flat, unnatural 
ighting, 

Resides the standard 4’ x 4’ reflector, 
tere are smaller ones for special uses. 
These are generally held in the hand by 
igrip or gaffer. An example is shown in 
lie photo at top of page 474. Here an 
sistant holds a small reflector that 
ihows light on actor Glenn Ford while 
le cameraman on boom above shoots 
u unusual angle shot of Ford firing a 
an for Metro-Goldwyn-Mayer’s “The 
fustest Gun Alive.” 

Today, reflectors are used by every 

ional producer of motion pic- 
wes. The photography of industrial, 
taining, and documentary films out-of- 
iors demands the same professional 
that marks our contempor- 
ay theatrical films. Many serious ama- 
ttt movie makers have long been users 
itellectors. They are so easy to make 
lutthey are rarely sold by movie equip- 
‘it supply houses, although some are 
tailable through such channels. 
te the reflector is to be a solid 
hte, and not hinged in the middle to 
emit folding for storage, then the ma- 
* fo use for the panel is 14” or 
vig" Plywood. If fiber wallboard is 


t reflectors of this size, it will 








CINEKAD JUNIOR TRIPOD DOLLY 





Used Nationally by Discriminating Cameramen 


This 3-Wheel Collapsible 
Tripod Dolly Is .. . 


especially designed to meet the demand for con- 
venient mobility of cameras on location or in 
the studio. 

Dolly can be used with any professional or 
semi-pro tripod. The tripod is fastened firmly to 
the dolly by a clamp at each leg tip. The special 
individual caster locking system makes it possible 
to lock either two or three wheels in a parallel 
position, enabling dolly to track in a straight 
line for rolling shots. 

Dolly folds quickly into a single compact, easy- 
to-carry unit, 23 inches in length, weighing 
14 Ibs. 


Write for Prices and Literature 


ENGINEERING COMPANY 


763 Tenth Avenue, New York, N.Y. @ 


Plaza 7-3511 


DESIGNERS AND MANUFACTURERS OF EQUIPMENT FOR MOTION PICTURES AND T.V. 








IMUM PROCESSING 


and White Reversal Film 


- © 8 Hour Service Upon Request © 
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MAGNETIC KIA 


PROJECTORS (5° ‘eo. aL 
Ory — ‘ 





SELL 


1000 WATT SLIDE PROJECTORS 


TRADE - BUY 


ARRIFLEX 














HOllywood 3-6856 


8:50 10 6 














8 & 16 MM 











RECORDERS 


Camera Craft 


6764 LEXINGTON AVENUE - 
Just East of Highland - 1 Bik. North of Santa Monica 





OPAQUE 
PROJECTORS 


SALES & RENTALS (CO. 






AUDIO-VISUAL 


HOLLYWOOD 





MAGNETIC SOUND 
CAMERAS 


\ 
DOLLIES i 


> 





SOUND SLIDE FILM 

















SEE ANSON RESEARCH for . 


DUNNING MAGIC DOT PRINTER CUE! 
UNIT—no more negative notching! 

medel *'D"’ or *'J"’ 
DUNNING ANIMATIC 


NG 
Fits 


B&H printers. $360.00. 
INTERVAL METER— 


SPECIAL OFFER TO 


Auricon-Pr Cuno 


$.0.S. will accept your old camera or surplus 




















compact electronic timer for interval ex- 
posures, 1 sec. to 1 min. 
Write For Literature 


ANSON RESEARCH COMPANY 


4337 Clybourne No 


Auricon Pro-600"’. 








. Hollywood, Calif. 
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equipment as a trade-in for the “All New 


Time Payments, too! 


Aucust, 1956 


—>For other S.O.S. Offers see pages 468 
$.0.S. CINEMA SUPPLY CORP. 


Dept. F, 602 W. 52nd St., N.Y.C. 19—Plaza 7-0440 
Western Br.: 6331 Hollywood Bivd., Hollywood, Calif. 
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It's easy with the 


MERCER FILM PATCH 


Descriptive Chart & Price List 
Mailed on Request 


R. C MERCER & COMPANY 


4241 Normal Ave., Hollywood 29, Calif. 
NOrmandy 3-9331 
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MOVIOLA 


FILM EDITING 
EQUIPMENT 
16MM - 35MM 


@ PICTURE 
SOUND 
Photo and 
Magnetic 


@ SYNCHRO- 
NIZERS 


@ REWINDERS 


One of the 
new series 20 
Moviolas for 
picture and 
sound 


Write for 
Catalogue 


MOVIOLA MANUFACTURING CO. 
1451 Gordon St. * Hollywood 28, Calif. ¢ 








BOLEX ACCESSORIES 
by STEVENS 


| have a tendency to warp and the uneven 
surface will not reflect light efficiently. 
For folding reflectors, the wallboard is 
satisfactory because the additional 
framework gives support in the middle. 
| The 4 x 4 reflector should be pro- 
tected around the edges with battens or 
strips of moulding nailed to each side. 
It will be more advantageous to coat 
both sides of the reflector, thus giving 
| you two reflectors in one—i.e., each 
having a surface of different reflective 
quality, as mentioned earlier. 
For the average “do-it-yourself” con- 
structor, sheet foil is the easiest ma- 
| terial to use for the Aard surface. For a 
| soft surface, use three or four coats of 
| flat white paint. The soft reflector will 


| find its greatest use when shooting close- | 


| ups, where light from a hard reflector 


would prove too intense for the players | 


to face and too “hot” for good photo- 
graphic rendition. 
You can have one or more medium 


_ reflectors by coating the opposite side of 
| a hard or soft reflector with aluminum | 

paint, although aluminum has a tenden- | 
| cy to become quite grey with time and | 
| thus 


diminish in effectiveness. 


more durable, and while it is “hotter” 
than aluminum paint, it makes the 


| better reflector surface. 


Sometimes the Aard. foil-covered re- 


| flector can be reduced to a medium re- 


(Continued on Page 506) 





AMERICAN SOCIETY 
OF CINEMATOGRAPHERS 


FOUNDED January 8, 1919, The Ameri- 
can Society of Cinematographers is com- 
posed of the leading directors of photog: 
raphy in the Hollywood motion picture 
and TV film studios. Its membership also 
includes non-resident cinematographers 
and cinematographers in foreign lands. 
Membership is by invitation only. 


OFFICERS 





The | 


newer chrome paint is brighter and | 
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FILM 
LABORATOR 


Established 1949 


Complete 16mm laboratory Service 
for Producers using the 
Reversal Process 
Also 16mm Negative and Positive 
developing. 


* 


WRITE FOR PRICE List 


350 West 50th Street 
New York 19, Wy. Y. 


TELEPHONE: JUdson 6-719 | 














RUBY CAMERA EXCHANG 
Rents . . . Sells . . . Exchanges 
= 


Everything You Need for the 


Production & Projection 


of Motion Pictures Provided 
by a Veteran Organization 
of Specialists 





Television 





IN BUSINESS SINCE 1910 





729 Seventh Ave., New York 19, N.Y 
Tel.: Circle 5-5640 
Cable address: RUBYCAM 








For H8 and HI16. cameras: 

Battery Camera Drive @ Time-lapse Timer 

Lens Extension Tubes @ Alignment Gage 

Tutret Lever @ Third Turret Stop @ Turret 

Filter, Slides @ Camera Base @ Complete 
Factory Parts & Service 


For H16 Cameras Only: 


Variable Shutter @ Split-Frame Mask @ Sync 
Camera Drive @ 400-Ft. Magazine @ Sound 
Sprockets 


Send Today for Free Illustrated Booklet 


STEVENS ENGINEERING CO. 
2421 Military Ave., Dept. A 
les Angeles 64, Calif. 
Phone GRanite 3-3227 





George Folsey, President 
Joseph Ruttenberg, First Vice-President 
Joseph Biroc, Second Vice-President 
Milton Krasner, Third Vice-President 
Walter Strenge, Treasurer 
Ray Rennahan, Secretary 
Sol Halprin, Sergeant-at-arms 


BOARD OF GOVERNORS 
John Boyle, Charles Clarke, Arthur 
Edeson, Burnett Guffey, Winton Hoch, 
Victor Milner, William Skall, Philip Tan- 
nura. 
ALTERNATE BOARD MEMBERS 

John Arnold, Robert Burks, Ellis Carter, 
Dan Clark, Lee Garmes, Loyal Griggs, 
Ernest Miller, Robert Pittack, Sol Polito, 
Paul Vogel. 








$295 - Complete With Magazine 

600-FT. CONVER- 

SION FOR AURICON 
CINE-VOICE 

Over 16-minute rn. - 


Footage Counter . . ~ 
ternal Motor Drive . . . 
Uses Daylight 


Wap - os 

Spools Or Bulk Film . . 
Camera Can Be Used With 
out Magazines . . - 
Service on Installation . . 
One-Year Gvarantee. 


Write for Pictures and Literature 


GREAT LAKES MOTION PICTURE SERVIC 
12037 Grand River Ave., Detroit 4, MO 


ee 


SCRIPT WRITING 


For The Industrial Screen 


FILMS AFIELD 


6739 Mitchell Avenve 
Arlington, California 


OVerland 9-4856 
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15¢ per W 


FTeLASSIFIED 


RATES: Ads set in lightface type, 10¢ per word; minimum ad, $1.00. 
ace capital letters (except Ist word and advertiser's 
ord. Modified display format (text set in boldface 
per-and-lower case) 90c per line. Send copy with 


ADVERTISING 


remittance to cover payment to Editorial Office, American Cinematog- 
rapher, 1782 No. Orange Drive, Hollywood 28, Calif. Forms close 15th 
of month preceding date of issue. No discount on Classified Advertising. 





ype, copitals or UP; 
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sTuDIO & PRODN. EQUIP. 


STUDIO & PRODN. EQUIP. 


STUDIO & PRODN. EQUIP. , 





ee — ee 
| COOL HOT WEATHER HOT SPECIALS 


REA’ 
i BLIMP w/Ceco Syncmotor, 
og viewfinder, follofocus, W/A 
. ter Reconditioned, $700 value.......... .$ 444.00 
sOPQUSTON K-3 PROCESSORS, 16mm 
a. Pos/Reversal. Include refrigeration; 
pone bo controls; recirculation;  air- 
= less steel construction ................ 2595.00 


pump; stainless TESSORS, used, excellent. 2175.00 


gray SINGLE SYSTEM Sound Camera 
y/studio type galvanometer. Needs _re- — 
Se pECIAL I} 16mm CAMERA —" . 
Oo chambers; 3 lenses—I5mm f2.7 an 
4.9 Ektars, 102mm 2.7 Kodak. Ex- 
< peal SS Tr 795.00 
CNEFLEX 35mm CAMERA, 24V motor; 2-200 
“ pogazines; 3 f2.3 lenses—35mm Apogar, 
Simm & 75mm Baltar; filter holders and 
on $2500 value, excellent...............-.-.. 695.00 
wgRICAN CINEMATOGRAPHER HANDBOOKS, 
th Edition, 1955 printing, '/ price........ 2.50 
KIHOWELL 16mm SOUND PROJECTOR 179 
w/synchronous motor, 12” speaker, 2 cases. 
9750.00 value ......... Scichiabiicainmadenn, ° aa 
sum PREVIEW MOVIOLAS ULPVCS, large 
"x14" picture, composite sound and 
goorate soundhead. Rebuilt like new.... 1895.00 
yew INKIE DINKIE TYPE 150W Spots, $25.00 
cc eniinniseemmectnlie . 17.95 
wllEN B22 SYNC MAGNETIC 172mm _ Re- 
cider, 2 position mixer, monitor speaker, 
headohones, mike. $1950.00 orig., excel- 
ae idadeipibaiinbianeicaites 495.00 
CAMERA SLATES with quick change white 
wmerals and letters, $25.00 value. New 
a so iaeolas deren iddl : 4.95 
WRICON 16MM LATE MODEL RECORDER, 
«/nise reduction amplifier, syncmotor. 
$962.00 value, used, excellent...................... 395.00 
Ose OUT SALE — NEUMADE STORAGE 
RACKS & CABINETS — SLIGHTLY USED & 
New 
wu-102 CABINETS—hold 100-400’ 16mm 
wels, 72” high x 28%” wide x 11” 
deep. Regular! $195.00. Used.............. . 99.50 
W-184 CABINETS—hold 250-400’ 16mm 
reels. 72” high x 48” wide x 11” deep. 
Regularly $330.00. Used.......... niandeuniiditiagaes 149.50 
RAND NEW RK-102 RACKS—hold 102- 
1000’ 35mm reels (over 200 (16mm) 
78” high x 41” wide x 12” deep 
LS ee .. 87.50 
WICHELL NC RABY BLIMP, w/follow focus, 
a Loabeuihdidiaetieaiisiiilibiitaddenioan aapsssie 995.00 
RIDGAMATIC JR. 16mm neg/pos. Developer. 
mludes airpump, drain pump, stapler. 
$1500.00 value. Good shape...................... 975.00 
MRIFLEX || 35mm CAMERA, 3 lenses: 2 
mogozines; mattebox; compl. ...................... 1195.00 
MRIFLEX 35mm BLIMP (Cinekad) w/follow 
HOWELL 70DA 16mm CAMERA, 3 lenses, 
furet viewfinder and case... 295.00 
WIGHELL STANDARD 35mm TRACKING CAM- 
ERA, Single lens mount, 115V_ syncmotor 
6 fps), footage counter. Reconditioned... 995.00 
WAURER CAMERA. OUTFIT w/2 magazines, 
‘motors (12V & ‘110V sync}, lens, battery 
ond cases. Good ... : ke 2395.00 
HH 35mm FILM PERFORATOR w/negative 
wunch and die. Good condition, $4000 
RNR = 1250.00 
MRE PICTURE REDUCTION PRINTER. 35/16 
Optical. Rebuilt pcshciieacinade . 3995.00 
DULY TRACK with connectors, 5’-10’-15’ 
tngths, per ft... siceiciclacsiainehiinticem 4.95 
A. self-levelling screws, per ft. 5.95 
‘on POSITIVE COLOR OPTICAL 
at tremendous sacrifice to settle 
om. Includes 2 color cameras, 16mm 
od 35mm, also 35mm projection head, 
4 with pilot pins, 1000W lamphouse, 
womatic filter changers, magazines, as- 
“— for operation : ee 7500.00 
pagar: TAPE RECORDER, automatic 
: playback speaker; 3 motor drive: 
ter mack, complete. NEW, $249.50 val... 139.50 
POD TRIANGLES. prevent slipping, 
value . 16.95 


NAS TAKEN. Phone PL 7-0440. Cable: SOSOUND 
OS. CINEMA SUPPLY CORPORATION—Dept. fc 
hen Boa 52nd Street. New York 19 
31 Hollv'd Blvd., Hollywood, Calif. 
Phone: HO 7-9202 
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myst! AND RENT PROFESSIONAL AND 16mm 
M086 FoR’ aNEW AND USED. WE ARE DISTDIR 
“AMER Bena ING MANUFACTURERS. RUBY 
ON. Established since Te ee Ave.. New York 


25mm B&L Baltar, Eyemo mount, coated, like 











new. List price $256.30, mnet........................ $ 185.00 
100mm Cooke Speed Panchro, coated, Mitchell 

eS Pe Se EES 265.00 
152mm 14.5 Eymax, new, Eyemo mount 69.50 
150mm t2.3 Astro, coated, Mitchell mount...... 225.00 
100mm f2.3 Astro, coated, Mitchell mount...... 195.00 
8” f3.9 Ilex, coated, Mitchell mount, like 

as oe ene romeo AS SE 185.00 
17” 5.6 Dallmeyer, coated, Mitchell mount, 

VOTY GRE CORNED. ncceessecrssirnemamnignuinaetions 175.00 
50mm f2.3 Astro, coated, “‘T’’ scaled, Eyemo 

COE IIE . ecisivcctonisintatiniibneatanaatiisopnssins 155.00 
2” 2.8 Cooke, coated, Eyemo mount, ex- 

GUE | | unatitinisuiiiennnieaaienindicdemienaisadiacns 95.00 
3%,” £3.3 Cooke, coated, Eyemo mount.......... 90.00 
Motors, 12 volt, B&H Filmo, new, list $141.00, 

en RE Tn ST. wigiinie 95.00 
Motors, 12 volt, and 24 volt, for B&H Stand- 

ard Cameras, NEW, list $530.00, net.......... 275.00 
Motors, 220 volt, Universal, Variable Speed 

for Eyemo, new, special.....................--cc--2---+- 85.00 
400’ B&H metal magazine, 95.00 
400’ B&H Bi-pak magazine, all metal, excel- 

eS ee ete salves 195.00 
Positive turret viewfinder units with 1” objec- 

tive, new, for 70 series cameras.................. 45.00 
Filmo positive finders, 20mm, new.................... 3.50 
Eyemo positive finders, 11”, mew...............-..- ; 3.50 
Eyemo Q, filter holder built-in, positive 

finder and case, 12 volt motor, 12 volt 

battery and case, tripod, 25mm _ Baltar, 

50mm F2 Cooke, 75mm f2.3 Apogor, excel- 

RG UID cchcuconiencisttiliiideiaiaetianmmniaasiieies 1295.00 
Akeley Audio, 4 magazines, 2 motors, match- 

ed 35mm, matched 50mm, 100mm f2.3 with 

matched finder, 152mm 2.7 with matched 

finder, RCA Galvo, RCA amplifier, noise 

reduction, 2 position and 4 position mixers, 

cases, etc. Write for price. 

NCE Animation motors for Cine | or II-........... 455.00 
NCE Animation motors for Maurer.................. . 485.00 
NCE Animation motors for Arriflex 35mm......... 550.00 
NCE Animation motors for Arriflex 16mm...... . 595.00 
Garnelites in stock for immediate delivery. 
NATIONAL CINE EQUIPMENT, INC. 
209 W. 48th Street, New York City 

ALL GUARANTEED LIKE NEW! 
ARRIFLEX 16 OUTFIT, COMPLETE......................$1995.00 
GP FE Ta Ce Ce icsestcc ec 98.00 
1” F1.9 E.K. CINE EKTAR.... 59.50 





4” F2.7 KODAK EKTANON...................... 59.50 





BOLEX PAN CINOR ZOOM (60) LATEST.......... 189.50 
B & H 70 FOCUSING ALIGNMENT GAUGE....... 27.50 
15MM F2.7 KODAK ANASTIGMAT.................... 37.50 
B & H or KODAK DIRECT FOCUSER............... 19.50 
WESTON MASTER Ii CINE’ METERS................. 22.50 
B & H. MODEL 136 Deluxe SPLICERS.............. 11.95 

MAIL ORDERS PROMPTLY FILLED 

CAMERA CRAFT, 18 East 42nd Street 

New York 17, N. Y., Dept. G 
16MM Rack and Tank Lab, portable. 2—Stainless 
steel tanks, holds 1—400 ft. rack; 4—400 ft. 
cypress racks; approx. 10—100 ft. racks; 1—port- 
able drying drum, holds 1600 ft. film. Drum is 
5 ft. high, 6 ft. wide, all custom built. Cost over 
$1500.00 Owner given up photography. Sacrifice 
it for $200.00. You have a complete lab. 1—-35mm 
film cleaner, Neumade, $12.00, like new. 1—New 


3” projection lens, 16mm, fits all projectors, coated, 


$15.00. 1—new 16mm opprinter, automatic lite 
changer. Will sell with lab or without. $880.00, 
cost $1600.00. Photos of lab. $1.00. SAM'S 


ELECTRIC, Box 206, Passaic, N. J. 





MAGNASYNC RECORDER SW-602, Excellent....$ 995.00 
AURICON-PRO Auto _— Parallax-Finder TVT 

Shutter & NR-24 Amplifier, 
NUMADE Synchronizer model 162 
NUMADE Dual Rewinds W-2.................. 
KINEVOX magnetic sound reader. a 
Bulk eraser for magetic film........................-.. 
16mm magnetic film 8 rolls 400’, new............ 
EV 646 mike 50 ohm & 420 desk stand.......... 

RICHARD A. PETERSON 








2828 SW 46 Terrace Okiachoma City, Oklahoma 
COMPLETELY equipped Maurer Camera 16mm— 
lenses — motors — cases — tripod — magazines. 


Used very little, $4000.00. NORMAN YORK, 19136 
Woodward Avenue, Detroit 3, Michigan. 





stand 35mm with Acme camera. For 
or write MEYER, 6337 Santa 
HOllywood 9-8209 


ANIMATION 
full information call 
Monica Blivd., Hollywood. 


AMERICAN CINEMATOGRAPHER 


WANTED TO BUY FOR CASH 
CAMERAS AND ACCESSORIES 


MITCHELL, B & H, EYEMO, DEBRIE, AKELEY ALSO 
LABORATORY AND CUTTING ROOM EQUIPMENT 


CAMERA EQUIPMENT COMPANY 


315 WEST 43RD STREET, NEW YORK 36, N. Y. 
CABLE: CINEQUIP 





B&H 202 BR-1 Specialist with sync. motor, 12” 
speaker (Cordomatic speaker cord reel built-in) new 
condition $777.00. B&H Diplomat Projector and 
carrying case new condition $195.00. B&H 16mm 
Filmotion Editor, complete with viewer, splicer and 
2000’ rewinds excellent condition $117.00 Four 
gang Schoen 16mm _ synchronizer used $144.00. 
Schoen Studio Sound Reader Model 
Kodak Ektanon 17mm f:2.7 lens $30.00. 
Ektar 17mm f:2.7 lens $50.00. Kodak Ektar 102mm 
f:2.5 lens $65.00. Kern 150mm lens $80.00. Elgeet 
102mm lens $70.00. Bolex Gun Stack $48.00. Bolex 
Rackover $20.00. Bolex 40” cable release $5.00. 
Bolex Unimotor and leather battery case $60.00. 
RCA PG-201 Projector $95.00.; Hydro Dolly raises 
to 8’. $1195.00. Two GE Pr-] Meters and Cases 
$19.00 each. Weston Model 850 Meter $9.00: 
Rolleiflex Camera and case with Schneider f/3.5 
lens, built in sync. new condition $150.00. 16mm 
Arriflex Camera with 11.5mm 1.9 wide angle lens, 
25mm Xenon f/1.5 dens, 50mm Xenon f/2 lens, 
portable wet cell batteries and case, like new 
$1924.00. Deluxe Aluminum Carrying Case for 
Arriflex $120.00. 16mm magnetic recording tape 
short lengths. Ideal for testing and recording on 
B&H 202 projector. One half cent per foot. Minimum 
order $5.00. WEBSTER VISUAL SALES COMPANY, 
539 Vine Street, Chattanooga, Tennessee. 





BASS . . .is headquarters for Arriflex 16; the new 
Zoomer 16; Cine Specials all models; Bell & Howell 
70-DR; Bolex H-16; Used 16mm. Eastman Sound 
Kodascope Mode! FB-40, 750 watt, 1600 ft. film cap., 
two 12” speakers, $250.00; Used 16mm. 8B.&H. 
Utility 138X, 750 watt, 2” F:1.65 lens, 12” speak- 
er, complete in 2 cases, $165.00; Used Il6mm. 
Ampro. Compact sound proj., sound and silent 
speeds, 2” F:1.85 lens, 1600 ft. film; Used 16mm. 
Ampro Premier 10 sound prop., sound and silent 
speeds, F:2.16 proj. lens, 750 watt, 2000 ft. film 
cap., 12” speaker, complete in two cases, $250.00. 
Best buys . . . Best trades always. BASS CAMERA 
CO., Dept. A.C., 179 W. Madison St., Chicago 
= @. 





SPLICERS—2 BELL & HOWELL PEDESTAL TYPE AUTO- 
MATIC SPLICERS. Model #10 Exchange Type with 
double width Service Tables, Inspection lights and 
1 set rewinds each. Recently reconditioned. Full- 
hole lap splice 156 wide. Unusually good condi- 
tion. $650.00 each, fob Kansas City, Mo. A. V. 
CAUGER SERVICE, INC., 10922 Winner Road, Inde- 
pendence, Missouri. 





developing machines. 
Complete with re- 


16MM HOUSTON-K-14 
For reversal or positive film. 
frigerator units, temp controls, condensors, etc. 
BRAND-NEW, prices reduced. Also all STAINLESS 
STEEL model A-11B. Newmade film washer, 35mm 
EYEMO cameras, spider turrets. 35mmx1000 film. 
AIR PHOTO SUPPLY, Dept. C-1, 555 East Tremont 
Ave., New York 57, New York. 





CINE Kodak Special I!; optical finder, reflex finder 
image magnifier, 200 foot film magazine, 110 volt 
sync motor, lenses: 25mm, 15, 50, 53 and 102mm, 
coated. Carrying case. Equipment in excellent 
like-new condition. Special, $875.00. C. ARNOLD,-: 
425 Lincoln Way West, Chambersburg, Penna. : 





16mm CONVERTED Cine Special with 4-lens turret, 
400’ magazine adaption, and electric motor drive. 








A complete production unit for field or studio. 
Many accessories. Write for description and price. 
HYSTER COMPANY, 2902 NE Clackamas St., Port- 
land 8, Oregon. 

PRECISION Magnetic Heads for Engineers - Industry 
Erase Record - Playback 
STANCIL-HOFFMAN CORPORATION 
921 North Highlond Avenue 
Hollywood 38, California 
10 INCH B&H EYMAX F/4.5 in Eyemo or Arriflex 


mount. Special, $75.00. Box 
CINEMATOGRAPHER. 
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Classified Ads 


(Continued from Preceding Page) 





WANTED 





TRADING POST—IF WE DON'T BUY IT— 
WE'LL SELL FOR YOU! 
Dollies, Lenses, Lights, 
Moviolas, Printers, Recorders, 
Studio or Laboratory Equipment 
you don't need. 
WE ALSO TRADE OR TAKE CON- 
SIGNMENTS. SET YOUR OWN 
PRICE—WE'LL GET IT. 
Telegrams-WUX New York, 
Phone 7-0440 
$.0.5. CINEMA SUPPLY CORPORATION 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch—6331 Hollywood Bivd. 
Hollywood, Calif., Phone HO 7-9202 
WANTED FOR SPOT CASH 
Used Mitchells, Auricons—other Cameras 
Moviolas—Editing Equipment—Projectors 
Spotlights—Sound Equipment 


YE OLDE 


Cameras, 





All Types Used Equipment 
From a Splicer to a Complete Studio 


Write—Wire—Phone 
or Send Equipment in for Spot Cash 


Murray Hill 2-2928 
New York 36, New York 


FLORMAN & BABB 
68 West 45th Street 





WANTED 
PRODUCTION EQUIPMENT, LABORATORY EQUIPMENT, 
EDITING EQUIPMENT, 16mm. and 35mm. FROM SIN- 
GLE ITEMS TO COMPLETE STUDIOS. TRADES AC- 
CEPTED. 
THE CAMERA MART, INC. 
1845 Broadway Circle 6-0930 New York 23, N.Y. 





WANTED 


Mitchell — Akeley — B & H — Wall — Eyemo 
Cameras — Lenses — Equipment 


NATIONAL CINE EQUIPMENT, INC. 
209 West 48th St. New York, N.Y. 





WANTED 





AURICON Super 1200 outfit, 
full details, lowest cash price. 
CAN CINEMATOGRAPHER. 


complete, used. Write 
Box 1246, AMERI- 





POSITIONS WANTED 





NEGRO—Catholic, experienced cameraman, 35mm 
newsreel, 16mm color productions, editing, light- 
ing, titling, also projectionist. MALCOLM MYERS, 
3424 Clark Ave., St. Lovis 3, Missouri. 

inventor, designer, desires position in 
movie and still cameras. HENRY 

1014 Daniels St. N.E., Cedar Rapids, 





EUROPEAN 
research field, 
JAKUBOWSKI, 
lowa. 





LABORATORY & SOUND 





ROCKY MOUNTAIN 16MM HEADQUARTERS 
Processing — Printing — Recording 
Editing — Production — Rental — Sales 
DuPont, Eastman and Fastax films in stock. 
Write for Price List. 

WESTERN CINE SERVICE, INC. 

114 E. 8th Ave., Denver 3, Colo. TAbor 5-2812 
SOUND RECORDING at a reasonable cost. High 
Fidelity 16 or 35. Quality guaranteed. Complete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERVICE, 
INC., 7315 Carnegie Avenue, Cleveland 3, Ohio. 

Phone Endicott 1-2707. 








16mm SOUND and picture editing—sound recording— 
music—effects. DON DUNN'S EL RANCHO AUDIO, 
near Palos Verdes and L.A. Harbor. 26246 Fairview 
Avenue, Lomita, Calif. DAvenport 6-4925. 





FOOTAGE FOR SALE 





ARGENTINA—Any footage in B&W or color w/Spectra, 
in 35mm., with anamorphic lens 1:2 compression, 
C'S frame. Address: DUCLOUT, Lavalle 376, Buenos 
Aires, Argentina. 





CARS and trucks highway accidents—fatals and ambu- 
lance cases—color and B&W—night shots—highway 
scenes from my car. Car and Truck violations on 
highway—tornadoes and barn fires, etc. Northern 
IHinois accident and safety photographer. JIM 
SEYMOUR, 115 No. Main St., Crystal Lake, Ill. 





Here on this page you'll find 
two outstanding opportunities: 


. . . 1—To buy an item of much 
needed equipment at an attrac- 
tive price, 


. . . 2—Opportunity to dispose 
of items you no longer need; to 
sell your services; or to make 
known your needs in our ‘‘want- 
ed" columns. 


Classified advertising rates 
are surprisingly low. 

Just 10¢ a word when your 
ad is set like this: 


AURICON Pro CM71 and EIF View Finder, 
cases and related equipment barely used. 





Want To Buy Or Sell? 


Or 15c per word when text 
is set in all capitals, like this: 


PRODUCTION EQUIPMENT, LABORATORY 
EQUIPMENT, EDITING EQUIPMENT, 16mm. 


Or 90c per line when text is 
set in boldface, like this: (Note: 
This style is limited to headline 
and signature lines only.) 


1 YEAR OLD & STILL GOING 
HOLLYWOOD'S NEWEST STORE 


Send ad copy accompanied by 
remittance to cover payment to 
American Cinematographer, 
1782 No. Orange Drive, Holly- 
wood 28, Calif. Closing date for 
copy is 15th of month preceding 
issue date. 








AMERICAN CINEMATOGRAPHER 


Aucust, 1956 





REFLECTORS 


(Continued from Page 504) 


flector by covering it with White seri 
which will reduce the amount of | 
reflection. In suc cases, eh 
should be tacked or otherw; — 
ISE Securely 
attached to the reflector frame s i, 
it will not be blown away by the ow 

In a recent discussion of reflects nd 
the American Society of Caste 

. . Ofra. 
phers, one prominent director of photos 
raphy said: 

“To get the best results with rfl 
ors, one must train the eye to rep 
nize when they are needed. It is ny 
the purpose of reflectors to eliming, 
shadows entirely; neither is it sen 
or desirable to reflect light into each and 
every shadow. Reflectors should he used 
only to eliminate those shadows in which 
there is detail that adds to the inters 
of the scene. 

“It is misdirected energy to show w. 
essential or uninteresting details, No y. 
tempt should be made to illuminate the 
shaded side of any subject to the {ul 
brilliancy of the opposite side. This 
would give an unnatural effect that js 
technically termed ‘cross-lighting’ (uw 
eyes have been accustomed to seeing 
objects with highlights on one side and 
shadows on the other. It is the relative 
value of light and shade that gives us the 
sense of depth—the third dimension. | 
is this effect that aids us in judging six 
and distance,” he concluded. 

In addition to supplying fill light for 
shadow areas, reflectors are useful als 
as a means for supplying backlighting 
in exteriors. For this the hard-suriaced 
reflector should be used. It should be 
placed at any angle to one side and back 
of the subject. Be sure that it is far 
enough to one side so that no rays are 
reflected directly into the camera. 

Backlighting the head of a subjet 
with reflected light will give a beautiful 
pictorial effect and cause it to stand ou 
in relief. 

Although reflectors add light to th 
scene or subject, it is not always nes 
sary to increase exposure, except, pt 
haps, for closeups. Where there is any 
doubt about this, your exposure meler 
can supply the right answer. 





REMOTE CONTROL 
(Continued from Page 489) 


the plunger type. Used in a vertical as 
sembly, as shown in Fig. B, it will op: 
erate such cameras as the 8mm Films 
8mm and 16mm Cine-Kodaks, the Vie 
tor, and others. 

Used in a_ horizontal assembly, as 
shown in Fig, C, the device will = 
the Keystone, Bolex, and Cine-Spec! 


cameras.—John Forbes. 
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SEEINCTS EGLIEINES 


 MNGULIONES 
Men 
‘aan 0, 


BUT GENERAL USE OF ARCS FOR 
“PHOTOGRAPHY AT NIGHT” AND STUDIO 
PORTRAITS CAME IN 1876-78, AFTER 
THE DYNAMO MADE AN ADEQUATE 
POWER SUPPLY AVAILABLE. 
































































































(DAY OR NIGHT SCENE. 


MODERN WIDE-SCREEN PRODUCTIONS 
OFTEN CALL FOR UNUSUAL COVERAGE. 
ONLY MODERN ARCS CAN SUPPLY 
THE EXTRA DEPTH AND 
DEFINITION REQUIRED. 





USTONVNU' (UNE YEXONES 


SUPPLY THE RIGHT KIND OF LIGHT 
WHEN AND WHERE ITS NEEDED. OSCAR-WINNING 
“YELLOW LIGHT” CARBONS KEEP PACE WITH 
COLOR PHOTOGRAPHY NEEDS; REQUIRE ONLY 

NEGLIGIBLE FILTERING. 











SARA PSE SASS ENE 





THE “NATIONAL” CARBON ARC...NOTHING BRIGHTER UNDER THE SUN 





The term ‘‘National’’ is a registered trade-mark of Union Carbide and Carbon Corporation 


NATIONAL CARBON COMPANY 


A Division of Union Carbide and Carbon Corporation, 30 East 42nd Street, New York 17, New York 
Sales Offices: Atlanta, Chicago, Dallas, Kansas City, Los Angeles, New York, Pittsburgh, San Francisco 
IN CANADA: Union Carbide Canada Limited, Toronto 











Rr] cy Wy . n ~ l6mm Color Prints 


on the New EK Positive Stock 


through an Intermediate Negative Stage 


shoot on commercial Kodachrome— 
- 


prepare on A & B rolls — furnish 


with negative A-wind sound track 


make a color-correct™ negative 


incorporating all effects, 





and 16mm color release prints 





™=LOWER-COST prints 
SBETTER color 


PROTECTS your original footage 





®COLOR CONTROL complete in one labor 


atory with a new Arri installation — 


For information and price list, 


write, phone or wire 


byron | laboratory 


1226 Wisconsin Ave., N.W. | Washington 7, D.C. FEderal 3-4000 


| 
COMPLETE PRODUCER SERVICES ... COLOR AND BLACK-AND-WHITE PROCESSING AND PRINTING 





